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PEEP  ACE    TO    THE    THIRD    EDITION 

The  present  edition  differs  so  radically  from  the 
former  printings  of  ** Opera  Synopses,"  that  a  word  of 
explanation  may  be  necessary. 

In  1911,  the  first  edition  appeared  as  a  small  *' handy" 
volume,  containing  the  plots  and  characters  of  some 
sixty-four  operas.  These  were  carefully  chosen  to  in- 
clude only  such  as  were  in  the  active  repertory.  After 
the  book  appeared  a  new  impulse  was  given  to  operatic 
production  in  the  rise  of  the  Manhattan  Opera  Company, 
the  Chicago  Opera  Company  and  others.  New  operas 
were  constantly  being  produced,  some  of  which  flashed 
like  meteors  across  the  musical  sky,  only  to  disappear. 
However,  a  fair  number  seemed  destined  to  become 
fixed  stars. 

In  1915,  a  new  edition  of  ''Opera  Synopses"  appeared 
taking  note  of  these  additions  and  including  twenty-four 
operas  more,  or  eighty-eight  in  all.  Still  the  effort  was 
to  limit  the  book  to  the  actual  working  list  of  current 
productions. 

With  the  lapse  of  six  years  more,  marking  a  decade 
since  ''Opera  Synopses"  first  appeared,  the  demand  has 
come  for  a  more  comprehensive  book.  We  have  accord- 
ingly taken  advantage  of  this  new  printing  to  revise 
its  scope  and  contents  thoroughly.  The  material  has 
been  rearranged  to  proceed  by  composers,  rather  than 
by  operas,  so  that  the  reader  can  follow  the  work  of 
each  man  as  a  whole.    Puccini,  for  example,  is  treated 
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in  a  separate  chapter,  in  which  will  be  found,  first,  a 
biographical  note;  followed  by  the  characters  and  plot 
of  each  important  opera  by  this  composer. 

Sixty-six  composers  are  thus  discussed,  and  the  ar- 
guments of  one  hundred  and  forty-three  operas  given. 
Still  others  are  accorded  briefer  mention.  This  new 
material  has  not  been  added  indiscriminately,  or  because 
of  some  isolated  production  on  the  stage.  The  writer 
prepared  a  carefully  tabulated  score  for  his  own  use, 
showing  the  first  production  of  each  opera  and  the 
number  of  times  it  has  recently  been  performed.  Where 
the  opera  has  shown  no  evidence  of  longevity,  we  have 
thought  best  not  to  include  it.  A  few  ephemeral  works 
may  have  crept  in,  notwithstanding;  but  our  constant 
effort  has  been  to  make  not  so  much  a  * '  complete ' '  work 
as  a  practical  handbook  of  usable  material. 

To  those  readers  who  liked  the  former  plan  of  alpha- 
betical arrangement  by  operas,  we  would  direct  attention 
to  the  Index  at  the  back  of  this  volume,  which  has  been 
reduced  to  its  simplest  form — only  the  composers  and 
titles  of  operas — to  facilitate  search.  The  text  of  this 
book  itself  is  arranged  alphabetically  by  composers,  as 
shown  in  the  Table  of  Contents. 

The  author  wishes  to  take  this  renewed  opportunity 
to  thank  the  many  friends  who  have  welcomed  the  book 
in  its  former  dress.  We  have  had  friendly  echoes  from 
London,  Paris,  and  even  farther  afield;  as  well  as  from 
music-lovers  at  home  and  members  of  the  Metropolitan 
Opera  cast.  May  this  larger,  more  comprehensive  work 
render  a  still  broader  service  than  its  predecessors. 

J.  W.  M. 

Montclair,  N.  J. 
May  13,  1921. 
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EUGENE   D'ALBERT 

A  pianist  and  composer  of  mixed  English  and  German 
stock.  He  was  bom  in  Glasgow,  Scotland,  April  10, 
1864,  but  obtained  most  of  his  schooling  on  the  Conti- 
nent. He  studied  the  pianoforte  under  Liszt,  at  Wei- 
mar, early  showing  marks  of  genius.  At  eighteen  he 
became  a  concert  performer.  At  twenty-five  he  first 
visited  the  United  States,  where  he  met  with  a  flattering 
reception.  In  1895  he  was  appointed  royal  pianist  at 
the  Court  of  Saxony.  **Tiefland''  represents  his  first 
successful  opera. 

TIEFLANB 

{Tee  f -land) 

(Martha  of  the  Lowlands.)  Dramatic  Opera  in  Pro- 
logue and  Three  Acts.  Music  by  Eugene  d 'Albert. 
Book  by  Rudolph  Lothar,  after  the  story  by  A.  Gui- 
mera.    First  produced  at  Prague,  1903. 

Scene  :  The  Pyrenees  and  Valley  of  Catalonia. 

Time  :  The  Present. 

CAST 

Sebastiano,  a  wealthy  landowner   (Baritone). 
ToMMASO,  a  village  patriarch   (Basso). 

Others  helow  are  servants  of  Sebastiano: 

Martha,  a  village  girl  (Mezzo-Soprano). 
Pepa,   a  village  girl    (Soprano). 
Antonia,  a  village  girl   (Soprano). 
Rosalia,  a  village  girl  (Contralto). 
NuRi,  a  village  girl  (Soprano). 
MoRUCCio,  a  miller  (Baritone). 
Pedro,  a  shepherd  (Tenor). 
Nando,  a  shepherd   (Tenor). 

Priest,  Villagers,  etc. 
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2  EUGENE  D 'ALBERT 

ARGUMENT 

The  simple  but  strong  story  of  the  displacing  of  dis- 
honest love  and  deception  by  honesty  is  here  woven  into 
a  musical  theme  of  vigor  and  beauty. 

Prologue 

A  Rocky  Fastness  in  the  Pyrenees.  All  his  life  long 
Pedro  the  shepherd  has  lived  among  the  heights  of  the 
Pyrenees.  He  sees  few  faces  except  that  of  his  fellow- 
shepherd,  Nando,  and  women  almost  not  at  all;  but  he 
dreams  of  the  day  when  the  Blessed  Virgin  will  send 
him  a  wife.  Beyond  this  dream  he  lives  care-free 
among  his  beloved  hills.  As  if  in  answer  to  his  prayer, 
his  w^ealthy  employer  one  day  brings  to  him  a  beauti- 
ful Lowlands  girl,  Martha,  and  tells  him  that  she  shall 
be  his  wife  if  he  will  go  to  the  Lowlands  and  live  with 
her  at  the  mill.  Unknown  to  Pedro,  Martha  has  been 
the  mistress  of  Sebastiano,  who  is  taking  this  means  to 
keep  her  in  respectable  society. 

Act  I 

Interior  of  the  Mill.  All  of  Sebastiano 's  servants 
except  Pedro  know  of  Martha's  relations  with  their  em- 
ployer, and  have  much  sly  fun  at  the  simple  shepherd's 
expense.  Sebastiano  himself  is  about  to  contract  mar- 
riage with  an  heiress.  Martha  views  her  own  ap- 
proaching marriage  bitterly.  She  is  at  heart  an  honest 
girl,  who  has  been  forced  into  her  present  position,  and 
she  dislikes  to  delude  Pedro,  whom  she  has  come  to 
admire.  But  she  is  powerless  to  hinder  the  course  of 
events,  and  the  marriage  takes  place,  while  Pedro  ac- 
cepts at  full  value  the  boisterous  congratulations  of 
the  villagers.  It  is  Sebastiano 's  intention  to  continue 
his  relations  with  Martha,  but  she  avoids  him  by  not 
going  to  her  room.  She  also  avoids  Pedro,  who  is  be- 
coming puzzled  by  the  turn  of  events. 

Act  II 

Same  'Scene.  Early  Morning.  Nuri,  a  peasant  girl, 
who  has  taken  quite  a  fancy  to  Pedro,  enters  singing 
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and  knitting.  She  finds  him  alone  and  disconsolate. 
He  tells  her  that  he  is  going  away.  Martha  comes  from 
her  room  and  finding  them  talking,  becomes  suddenly 
jealous  for  her  husband's  regard  and  orders  Nuri  out 
of  the  house.  Pedro  goes  with  her,  and  Martha,  not 
knowing  what  course  to  pursue,  confides  in  old  Tom- 
maso,  who  advises  her  to  tell  Pedro  the  truth.  This  she 
does  not  want  to  do;  she  feels  that  Pedro  really  loves 
her,  and  her  own  regard  is  awakening.  Pedro  returns 
and  tells  her  that  he  does  not  belong  in  the  Lowlands; 
his  place  is  away  from  men,  among  the  Hills.  ^'Ah, 
take  me  with  you,  then ! ' '  she  pleads,  but  he  in  a  rage 
advances  with  a  knife  to  kill  her.  Love  and  remorse 
prevent  the  deed,  and  the  two  are  reconciled  and  deter- 
mine to  fly  together.  They  are  prevented  by  the  en- 
trance of  Sebastiano  and  the  villagers  who  wish  to  make 
merry  over  the  wedding.  Sebastiano  mockingly  thrums 
on  a  guitar  and  bids  Martha  dance  for  them.  Pedro 
springs  at  him,  and  the  villagers  interpose  to  prevent 
a  fight  between  the  two  men. 

Act  III 

Same  Scene.  Sebastiano 's  conduct  has  reached  the 
ears  of  his  fiancee,  and  she  rejects  him.  He  returns  to 
Martha  for  consolation,  and  is  amazed  when  she  also 
turns  from  him.  In  scorn  he  seeks  to  force  his  atten- 
tions upon  her,  when  she  calls  aloud  for  Pedro.  He 
has  escaped  from  the  villagers  and  now  bounds  into  the 
room  wild  with  just  anger.  At  first  he  draws  a  knife, 
but  seeing  that  Sebastiano  is  unarmed  he  throws  it  away 
and  meets  him  on  equal  terms.  After  a  furious  strug- 
gle, Pedro  shakes  and  throws  his  rival  aside,  helpless. 
The  crowd  gathers,  and  Pedro  defies  one  and  all.  ' '  Why 
don't  you  laugh  now?"  he  demands.  Then  picking  up 
Martha  in  his  strong  young  arms  he  escapes  with  her 
to  freedom  among  the  Hills. 


DANIEL  FRAXgOIS  ESPRIT  AUBER 

A  French  composer,  bom  January  29,  1782,  at  Caen, 
Normandy.  His  parents  planned  for  him  a  business 
career,  but  his  aptitude  for  music  led  to  his  studying 
under  Cherubini.  It  was  not  until  thirty-eight  that  he 
achieved  his  first  success  in  opera,  "La  Bergere  Chate- 
laine.'^  In  1822  he  became  associated  with  Eugene 
Scribe,  the  librettist,  and  the  two*  produced  many  light 
and  romantic  operas  in  rapid  succession,  chief  among 
them  being:  "MasanieUo"  (1828),  "Fra  Diavolo'* 
(1830),  '^Lestocq"  (1834),  "The  Ambassadress'* 
(1836),  "The  Black  Domino'*  (1837),  "The  Crown 
Jewels"  (1841),  and  "Marco  Spada"  (1853).  "Fra 
Diavolo,"  however,  is  the  only  one  that  seems  to  have 
won  a  permanent  place  in  repertoire.  Auber  died  in 
Paris,  May  13,  1871. 


FRA  DIAVOLO 

{Frah  Dee-ah'-vo-lo) 

(Or,  The  Inn  of  Terracina.)  Light  Opera  in  Three 
Acts.  Music  by  Daniel  Francois  E.  Auber.  Book  by 
Eugene  Scribe.  First  produced  at  the  Opera  Com- 
ique,  Paris,  January  28,  1830. 

Scene:  A  Terracine  Village. 
Time:  The  Nineteenth  Century. 

CAST 

Fra  Diavolo,  a  bandit  chief  (Tenor). 
Lord  Cockburn,  an  English  tourist  (Basso). 
Lady    Pamela    Cockburn,    his    wife     (Mezzo-So- 
prano). 
Lorenzo,  an  officer  of  the  guard  (Tenor). 
Matteo,  a  tavern-keeper  (Basso). 
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Zerline,  his  daughter  (Soprano)- 
Francesco,  a  miller  (Baritone). 
GiACOMO,  a  bandit  (Basso). 
Beppo,  a  bandit  (Tenor). 

Bandits,  Villagers,  Servants,  etc. 

ARGUMENT 

**Fra  Diavolo/'  one  of  the  most  tuneful  of  the  light 
operas,  is  written  around  the  adventures  of  a  famous 
Italian  bandit,  the  terror  of  the  countryside.  Despite 
the  heavy  reward  offered  for  his  capture,  he  remains 
at  liberty  by  adopting  numerous  disguises.  In  the  pres- 
ent adventure  he  travels  under  the  name  of  the  Marquis 
of  San  Marco. 

Act  I 

Matteo's  Tavern,  The  Roman  authorities  have  offered 
a  reward  of  ten  thousand  piastres  for  the  capture  of 
Fra  Diavolo,  the  robber.  Lorenzo,  an  officer,  is  sent  with 
a  company  of  guards  and  hopes  to  win  this  reward,  and 
also  the  hand  of  Zerline,  the  pretty  daughter  of  the 
innkeeper.  Lorenzo  proclaims  the  reward  at  the  inn. 
Soon  after,  Lord  and  Lady  Cockburn,  English  travel- 
lers, enter,  saying  that  they  have  been  robbed.  Lord 
Cockburn  has  another  grievance  in  the  over-zealous  at- 
tentions of  a  travelling  companion,  the  Marquis  of  San 
Marco,  to  his  wife.  The  Marquis  arrives,,  not  at  all 
disturbed  by  the  contretemps,  and  orders  a  hearty  din- 
ner, while  hearing  Zerline  relate  stories  of  the  cele- 
brated bandit  chief.  He  again  devotes  his  attention  to 
Lady  Pamela,  and  purloins  from  her  a  valuable  locket. 
Lorenzo  and  his  guards  now  return  with  news  that  the 
robber  band  has  been  dispersed. 

Act  II 

Zerline's  Bedroom,  The  English  travellers  are  shown 
to  their  apartments,  which  adjoin  the  bed-chamber  of 
Zerline.  The  girl,  as  she  makes  their  rooms  ready,  is  in 
high  spirits  over  the  success  of  her  lover,  Lorenzo. 
Meanwhile,  Fra  Diavolo  and  two  of  his  gang  hide  them- 
selves in  Zerline 's  room.    She  returns  and  prepares  for 
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bed  oblivious  of  their  presence.  After  she  has  fallen 
asleep,  the  trio  proceed  to  finish  the  job  of  robbing  the 
English  couple.  They  are  detected  and  an  alarm  fol- 
lows. Lorenzo  and  his  guards  appeat,  but  Fra  Diavolo, 
as  the  Marquis,  covers  the  retreat  of  his  two  men.  But 
the  jealousy  of  both  the  noblemen  and  the  soldier  is 
aroused  by  the  presence  of  the  supposed  Marquis  in  the 
sleeping  apartments.  To  cover  his  designs,  the  latter 
declares  that  he  had  an  appointment  with  Zerline. 
Lorenzo  challenges  him  to  fight  a  duel,  and  the  bandit 
agrees  to  give  him  satisfaction  on  the  following  day. 

Act  III 

In  the  Forest.  Fra  Diavolo  has  resumed  his  own  name 
and  dress  and  exults  in  the  fact  that  he  is  his  own  master 
once  more.  "While  awaiting  the  English  travellers  or 
whomever  else  may  cross  his  path,  a  wedding  procession 
approaches.  Zerline  is  to  be  married  against  her  will 
to  Francisco,  a  well-to-do  peasant.  In  the  procession 
are  the  two  escaped  bandits,  who  are  recognized  by 
Lorenzo  and  used  by  him  to  lure  Fra  Diavolo  into  an 
ambush.  The  stratagem  is  successful  and  the  chief  is 
slain,  but  at  the  last  he  is  generous  enough  to  declare 
Zerline 's  innocence.  The  English  couple  are  amazed  to 
find  that  he  is  one  and  the  same  with  their  acquaintance 
the  Marquis.  Especially  is  Lady  Pamela  chagrined  over 
her  folly.  The  successful  Lorenzo  claims  and  receives 
both  rewards  for  which  he  has  striven,  to  his  own  joy 
and  that  of  Zerline. 


MICHAEL   WILLIAM   BALFE 

An  Irish  composer,  born  in  Dublin,  May  15,  1808. 
He  came  first  to  notice  as  a  boy  musical  prodigy,  play- 
ing the  violin  in  public  at  the  age  of  nine.  He  had  also 
begun  to  compose  music.  He  went  to  London  to  con- 
tinue his  studies,  when  fifteen,  and  two  years  later  pro- 
ceeded to  Italy,  where  he  had  the  advantage  of  the  finest 
teachers,  among  them  Galli  and  Rossini.  He  was  the 
possessor  of  a  rich  baritone  voice,  and  at  nineteen  we 
find  him  singing  in  the  Italian  Opera,  at  Paris,  with 
applause.  From  the  year  1830  he  produced  many  musi- 
cal compositions — ballet  music,  songs,  operas,  and  oper- 
ettas. The  most  lasting  operas  have  been:  *'The  Bo- 
hemian Girl"  (1843),  *^The  Rose  of  Castile"  (1857), 
and  ''The  Talisman"  (1874).  Only  the  first  of  these 
is  produced  today.  In  1846  Balfe  was  appointed  con- 
ductor of  the  London  Italian  Opera.    He  died  in  1870. 

THE  BOHEMIAN  GIRL 

{The  Bo-hee'-mi-an  Girl) 

Romantic  Opera  in  Three  Acts.  Music  by  Michael 
"William  Balfe.  Book  by  Alfred  Bunn.  First  pro- 
duced at  the  Drury  Lane  Theatre,  London,  November 
27,  1843. 

Scene:  Presburg  and  Vicinity. 
Time:  Eighteenth  Century. 

CAST 

Count   Arnheim,    Governor    of   Presburg    (Bari- 
tone). 
Thaddeus,  a  Polish  exile   (Tenor). 
Florestein,  the  Count's  nephew  (Tenor), 
DEvnjSHOOF,  chief  of  the  gipsies  (Basso). 
Captain  op  the  Guard   (Basso). 
Arline,  the  Count's  daughter  (Soprano)'. 
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BuDA,  her  nurse  (Soprano). 
The  Gipsy  Queen  (Soprano). 

Gipsies,  Huntsmen,  Officers,  Guests. 

ARGUMENT 

''The  Bohemian  Girl"  is  the  romantic  story  of  a  high- 
born child  kidnapped  by  the  gipsies,  whose  after  life  is 
an  intermingling  of  court  and  rustic  environment.  It 
has  remained  one  of  the  most  popular  of  the  lighter 
operas 

Act  I 

Count  "Arnheim's  Estate.  A  group  of  huntsmen 
await  the  coming  of  their  master  the  Count,  who  is 
going  upon  a  chase.  He  appears  leading  by  the  hand 
his  little  daughter,  Arline,  to  whom  he  bids  farewell, 
as  the  hunters  set  forth.  After  they  have  gone  and 
Arline 's  nurse  has  taken  her  away,  Thaddeus,  a  Polish 
fugitive,  rushes  in  seeking  to  escape  the  Austrian  sol- 
diers. A  gipsy  band  next  comes  upon  the  scene, 
headed  by  Devilshoof,  who  induces  the  exile  to  join 
them.  His  belongings  are  taken  away  from  him  and 
he  is  given  a  ragged  gipsy  dress  which,  however, 
serves  him  as  a  disguise.  Florestein,  the  Count's 
nephew,  now  rushes  in,  greatly  excited,  saying  that 
Arline  has  been  attacked  by  a  vicious  stag.  Thaddeus 
seizes  a^  rifle,  hastens  after  the  hunters,  and  kills  the 
animal.  In  gratitude,  the  Count  asks  him  to  dine 
with  the  huntsmen,  but  at  the  banquet  Thaddeus 
refuses  to  drink  a  toast  to  the  emperor.  The  soldiers 
are  ready  to  lay  violent  hands  upon  him,  when  Dev- 
ilshoof interferes  in  his  behalf.  The  latter  is  impris- 
oned for  his  temerity  but  soon  escapes  and  is  seen 
carrying  off  Arline,  across  a  gorge  in  the  mountains. 

Act  II 

Scene  1.  A  Gipsy  Camp  in  Preshurg.  Twelve  years 
have  elapsed  since  the  kidnapping  of  the  Count's 
daughter.  The  child  has  grown  up  into  a  beautiful 
young  woman,  and  her  devoted  guard  is  Thaddeus. 
The  gipsies  have  reared  the  girl  as  one  of  their  band. 
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While  Arline  is  sleeping,  Florestein,  who  comes  drunk- 
en upon  the  scene,  is  robbed  of  a  medallion.  Arline 
now  awakens  and  tells  Thaddeus  of  her  dream  of 
^'marble  halls"  of  her  childhood.  The  two  declare 
their  mutual  love,  and  their  hands  are  joined  in  the 
gipsy  rite  of  betrothal  by  the  Queen,  who,  however, 
is  jealous  and  vows  vengeance. 

Scene  2.  Another  Street.  The  gipsies,  led  by  Arline, 
go  singing  down  the  street  on  the  way  to  a  great  fair. 

Scene  3.  The  Fair.  A  crowd  of  sightseers  and 
amusement-seekers  is  present.  Florestein  and  the 
Count  appear,  and  the  former  attempts  some  famil- 
iarities with  Arline,  who  resents  them.  The  gipsy 
Queen  then  slips  the  stolen  medallion  into  the  girl's 
possession  so  that  she  may  be  accused  of  robbing  him. 
The  plan  succeeds  and  Arline  is  arrested. 

Scene  4.  Count  Arnheim's  Apartments.  While  the 
Count  is  gazing  at  the  portrait  of  his  long-lost  daugh- 
ter, the  supposed  gipsy  girl  is  brought  before  him 
charged  with  the  theft  of  the  medallion.  She  pleads 
her  innocence,  and  her  story  and  a  scar  upon  her  arm 
enable  the  Count  to  recognize  her  as  his  daughter, 
and  he  receives  her  with  open  arms. 

Act  III 

Hall  in  ijie  Count's  Castle.  Arline  is  seen  sur- 
rounded by  every  luxury,  but  her  heart  is  sad.  She 
remembers  the  old  free  life  and  her  love  for  Thaddeus. 
He  also  is  longing  for  her,  and  through  the  boldness 
of  Devilshoof  comes  to  visit  her,  but  before  the  two 
men  can  retreat,  guests  appear  and  they  are  forced 
to  hide  themselves.  When  the  hall  is  filled  with 
guests,  the  gipsy  Queen  appears  and  endeavors  to 
throw  shame  upon  Arline  by  announcing  that  she  has 
concealed  Thaddeus.  The  latter  comes  forward  to 
defend  the  girl's  name,  and  discloses  his  own  identity 
as  a  Polish  noble.  The  Count  finally  relents  and 
agrees  to  his  suit  for  Arline 's  hand.  The  gipsy 
Queen,  in  a  rage,  attempts  to  shoot  Thaddeus,  but  as 
Devilshoof  tries  to  wrest  the  rifie  from  her  hands, 
kills  herself  instead. 


LUDWIG  VON  BEETHOVEN 

Although  Beethoven  is  recognized  as  one  of  the 
greatest,  if  not  the  greatest,  musical  composers  of  mod- 
ern times,  he  produced  only  one  opera.  He  was  born 
at  Bonn,  Germany,  December  16,  1770.  He  died  at 
Vienna,  March  26,  1827.  His  works  are  numerous 
and  in  every  variety  of  style — oratorios,  chamber 
music,  orchestral  suites,  vocal  music,  and  compositions 
for  the  pianoforte.  It  was  Schikaneder,  the  librettist 
of  Mozart's  ** Magic  Flute,''  who  first  suggested  to 
Beethoven  that  he  compose  an  opera.  The  completed 
work,  however,  was  produced  under  the  patronage  of 
Baron  Von  Braun,  who  was  then  manager  of  the 
Theatre  An  Der  Wien,  Vienna,  where  the  opera,  *'Fi- 
delio,"  was  first  sung. 


FIDELIO 

{Fee-day' -lee-o) 

Dramatic  Opera  in  Two  Acts.  Music  by  Ludwig  Von 
Beethoven.  Book  by  Joseph  Sonnleittiner,  after 
Bouilly's  ''Leonore."  First  produced  at  the  Theatre 
An  Der  Wien,  Vienna,  November  20,  1805. 

Scene:    A  Prison  near  Seville. 
Time:  The  Eighteenth  Century. 

CAST 

Don  Fernando,  minister  of  state   (Baritone). 
Don    Pizarro,    governor    of   prison    (Baritone). 
Don  Florestan,  a  nohle  prisoner  (Tenor). 
Leonora,  his  wife,  known  as  *'Fidelio"  (Soprano). 
Bocco,  jailer  (Basso). 
Marcellina,  his  daughter   (Soprano). 
Jacquino,  turnkey   (Tenor). 
Captain  of  the  Guard   (Basso). 

Prisoners,  Guards,  Citizens,  etc. 
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FIDELIO  11 

ARGUMENT 

**Fidelio,''  the  only  opera  written  by  Beethoven, 
has  been  subjected  to  several  changes.  It  was  orig- 
inally in  three  acts,  and  the  composer  wrote  four 
different  overtures  for  it.  The  book  is  a  simple  story 
of  conjugal  love  and  fidelity. 

Act  I 

Courtyard  of  the  Prison.  Don  Florestan,  a  Spanish 
nobleman,  incurs  the  hatred  of  Don  Pizarro,  governor 
of  the  prison,  and  soon  disappears  from  the  world. 
Florestan 's  wife,  Leonora,  suspects  that  his  enemy  has 
hidden  him  away  in  one  of  the  prison  dungeons,  and 
disguises  herself  as  a  young  man  known  as  ^^Fidelio," 
in  order  to  rescue  him.  She  enters  service  with  Rocco, 
the  jailer,  and  soon  finds  her  husband,  as  she  had 
feared.  Meanwhile,  she  is  in  danger  of  discovery,  as 
she  wins  the  approval  of  the  jailer  and  his  daughter, 
Marcellina,  and  the  latter  falls  in  love  with  the  hand- 
some ''young  man,"  much  to  the  sorrow  of  the  turn- 
key Jacquino,  who  loves  Marcellina.  Fidelio  cannot 
refuse  the  proffered  match  as  she  desires  to  keep  on 
good  terms  with  the  jailer.  "Word  is  received  that 
the  minister,  Don  Fernando,  is  coming  to  inspect  the 
prison.  This  fills  Pizarro  with  alarm  and  he  resolves 
to  put  Florestan  out  of  the  way  before  that  time. 
Rocco  refuses  to  kill  the  prisoner,  but  finally  consents 
to  dig  the  grave.  Fidelio  overhears  the  plans  and  is 
in  despair.  She  obtains  the  jailer's  permission  for  the 
prisoners  to  file  out  into  the  courtyard  to  get  the 
fresh  air.  She  hopes  thus  to  get  some  message  to  her 
husband,  but  he  does  not  appear  with  the  rest,  so  she 
accompanies  Rocco  to  dig  the  grave. 

Act  II 

Scene  1.  Florestan^ s  Dungeon.  In  one  of  the  low- 
est cells  of  the  prison,  Fidelio  finds  her  husband  weak 
from  exhaustion.  He  does  not  recognize  her.  She 
gives  him  food  and  drink,  and  with  simulated  cheer- 
fulness  helps  to   dig  the   grave.     Before  the  task   is 
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ended  Pizarro  comes  down  eager  to  get  liis  dangerous 
prisoner  out  of  sight.  The  minister  is  coming.  Pi- 
zarro is  about  to  stab  the  prisoner,  when  Fidelio,  or 
Leonora,  throws  herself  in  front  of  him  crying :  ' '  First 
slay  his  wife!"  She  menaces  him  with  a  pistol  and 
the  cowardly  governor  flees.  Trumpets  from  without 
announce  the  arrival  of  Don  Fernando,  while  Flores- 
tan  clasps  his  wife  in  his  arms  and  Rocco  scratches 
his  head  in  bewilderment. 

Scene  2.  The  Courtyard.  Fernando  quickly  frees 
Florestan,  and  the  chains  are  ordered  upon  Pizarro 
instead.  The  minister  felicitates  with  the  rescued  man 
in  having  a  ** Fidelio"  for  his  wife.  Marcellina  de- 
cides that  Jacquino  will  make  her  a  better  husband, 
after  all,  greatly  to  the  turnkey's  delight. 


VINCENZO  BELLINI 

Bellini  was  one  of  those  unfortunate  examples  of 
a  musical  genius  cut  off  in  his  first  rich  maturity. 
Born  in  Catania,  Sicily,  November  3,  1802,  he  died 
in  the  village  of  Puteaux,  France,  September  23,  1835, 
at  the  age  of  thirty-three.  He  was  educated  at  Naples, 
under  Zingarelli,  and  when  only  twenty  he  had  com- 
posed an  opera,  **Bianca  and  Fernando,''  which  was 
successfully  produced.  Several  others  followed,  of 
which  ''II  Pirata,"  ''La  Sonnambula,"  *' Norma,"  and 
**I  Puritani"  have  sufficed  to  make  his  fame  perma- 
nent. 

LA  SONNAMBULA 

{Lah  Son-nahnu'-hu-la) 

(The  Sleepwalker.)  Komantic  Opera  in  Three  Acts. 
Music  by  Vincenzo  Bellini.  Book  by  Felice  Romani. 
First  produced  at  the  Carcano  Theatre,  Milan, 
March   6,   1831. 

Scene:    A  Village  in  Switzerland. 
Time:  Early  Nineteenth  Century. 

CAST 

Count  Rodolpho,  Lord  of  the  Castle  (Basso). 
Teresa,  owner  of  the  Mill  (Soprano). 
Amina,  her  foster  daughter   (Soprano). 
Lisa,  owner  of  the  Inn   (Soprano). 
Elvino,  a  young  farmer   (Tenor). 
Alessio,  a  villager   (Basso). 

Notary,  villagers,  etc, 

ARGUMENT 

**La  Sonnambula''  is  a  simple,  human  story,  written 
into  an  opera  full  of  tenderness  and  color.    Its  appeal 
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to  the  sympathies,  because  of  an  unmerited  punish- 
ment falling  on  the  head  of  a  young  girl  who  walks 
in  her  sleep,  and  its  final  dramatic  climax,  unite  to 
make  it  lastingly  popular. 

Act  I 

The  Village  Green.  The  villagers  make  merry,  for 
they  celebrate  the  betrothal  of  Amina,  the  pretty  foster 
daughter  of  Teresa,  who  owns  the  mill,  and*  Elvino,  a 
landowner  of  the  neighborhood.  Only  one  person, 
however,  does  not  enter  into  the  merry-making — Lisa, 
the  proprietress  of  the  tavern,  for  she  also  is  in  love 
with  the  young  farmer.  Alessio,  a  villager  who  sues 
for  her  hand,  is  repulsed.  Presently  the  two  lovers 
enter,  and  a  notary  brings  in  the  contract,  which  i!& 
duly  signed.  Just  at  this  moment,  a  stranger  drives 
up,  who  is  on  his  way  to  the  castle  hard  by,  but  first 
seeks  shelter  at  the  tavern.  He  addresses  a  polite 
speech  to  Amina,  much  to  her  lover's  annoyance. 
Teresa,  however,  w^arns  him  against  the  castle,  which 
is  said  to  be  haunted. 

Act  II 

A  Room  in  the  Inn.  The  stranger  proves  to  be 
Eodolpho,  who  is  lord  of  the  castle.  He  is  conducted 
to  his  room  in  the  inn  by  Lisa,  who  is  not  averse  to 
flirting  with  him.  They  are  interrupted  by  some  of 
the  villagers  without,  and  Lisa  runs  away,  dropping 
her  handkerchief  in  her  haste.  Shortly  afterward, 
Eodolpho  is  astonished  to  behold  the  figure  of  Amina, 
clad  in  a  white  night-dress,  raise  his  window  and  enter 
his  room.  He  soon  sees  that  she  is  walking  in  her 
sleep,  and  it  is  this  apparition  that  has  given  rise  to 
the  village  superstition.  Rodolpho  considerately  leaves 
the  room,  and  the  sleeping  girl  falls  upon  the  bed. 
Lisa,  however,  sees  in  this  situation  an  opportunity 
to  wean  away  Elvino  from  his*  sweetheart.  She  brings 
Elvino  into  the  room  and  points  out  the  sleeping  girl. 
The  latter,  awakened  by  the  noise,  as  others  have 
entered,  is  covered  with  confusion,  and  cannot  explain 
her  conduct  to  Elvino,  who  casts  her  off  in  scorn. 
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Act  III 

Scene  1,  A  Valley.  The  villagers  try  to  reconcile 
the  lovers,  but  Elvino,  meeting  Amina,  still  scorns  her. 
He  snatches  his  ring  from  her  finger.  She  is  heart- 
broken, for  she  still  loves  him. 

Scene  2.  Near  the  Mill.  Lisa  has  lost  no  time  in 
making  Elvino  promise  to  marry  her,  instead  of 
Amina.  Preparations  for  the  wedding  are  afoot. 
Rodolpho  tries  to  dissuade  Elvino  from  this  step. 
He  tells  him  about  somnambulism,  but  Elvino  is  in- 
credulous. Teresa  confronts  Lisa  with  her  handker- 
chief, which  was  found  in  Rodolpho 's  room.  At  this 
moment  the  attention  of  all  is  directed  to  Amina,  who 
emerges  from  a  window  upon  the  roof  of  the  mill. 
She  is  again  walking  in  her  sleep,  and  she  proceeds 
to  cross  a  rickety  foot-bridge  near  the  turning  wheel, 
while  the  villagers  fear  for  her  life.  At  last  she 
crosses  in  safety,  and  as  she  reaches  the  ground,  she 
speaks  of  her  lost  love.  Elvino,  convinced  and  touched, 
gently  replaces  his  ring  on  her  finger,  v/hile  her  friends 
crowd  around  her  in  congratulation. 

NORMA 

('Nor' -ma) 

Dramatic  Opera  in  Two  Acts.  Music  by  Vincenzo 
Bellini.  Book  by  Felice  Romani.  First  produced  at 
Milan,  in  1832. 

Scene:  Gaul. 
Time:  Circa  30  B.C. 

CAST 

Orovist,  chief  of  the  Druids  (Basso)'. 
Norma,  his  daiighter  the  High  Priestess  (Soprano). 
Adalgisa,    a   priestess    (Contralto). 
PoLLiONE,  Roman  proconsul   (Tenor). 
Flavius,  his  friend    (Tenor). 
Clotilda,  friend  of  Norma   (Soprano). 
Two  Children,  Priests,   Soldiers,   Druids. 
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ARGUMENT 

''Norma''  is  an  opera  of  tragic  intensity,  written 
around  the  theme  of  a  woman's  scorn.  A  Druidic 
priestess,  forsaken  by  her  Roman  lover,  brings  down 
vengeance  upon  his  head,  but  is  yet  willing  to  share 
his  fate. 

Act  I 

Grove  of  the  Druids.  Norma,  the  High  Priestess  of 
the  Druids,  is  charged  with  the  duties  of  the  Temple, 
and  she  alone  can  declare  war  or  peace.  By  cutting 
the  sacred  mistletoe  she  can  give  the  signal  for  war, 
and  this  she  is  urged  to  do  in  order  that  the  Roman 
invaders  may  be  expelled ;  but  she  stays  her  *  hand. 
Despite  her  vows  to  the  Temple,  she  has  secretly 
wedded  Pollione,  the  Roman  proconsul,  and  has  had 
two  children  by  him.  But  the  Roman  is  faithless  and 
is  even  now  planning  to  abduct  Adalgisa,  another 
virgin  of  the  Temple.  The  latter,  however,  resists  his 
pleas  and  finally  confesses  her  temptation  to  the  priest- 
ess. Norma  is  disposed  to  pardon  her,  remembering 
her  own  weakness,  until  she  learns  that  the  proconsul 
is  the  man  involved;  then  she  turns  upon  Pollione, 
who  enters,  and  loads  him  with  reproaches. 

Act  II 

Scene  1.  Normals  Apartments.  "While  the  two  chil- 
dren* of  Norma 's  secret  union  with  the  Roman  lie 
asleep  upon  a  couch,  the  Priestess  enters  resolved  to 
kill  them.  But  maternal  love  proves  stronger  than 
anger,  and  she  asks  Adalgisa,  who  now  enters,  to  take 
charge  of  the  children  and  conduct  them  to  the  pro- 
consul. They  may  thus  escape  to  Rome  while  she 
herself  remains  to  expiate  her  sin  upon  the  funeral 
pyre. 

Scene  2.  The  Temple  Interior.  "While  Adalgisa 
is  ministering  at  the  altar,  the  Roman  impiously  at- 
tempts to  seize  her  by  force.  Norma  enters  and 
strikes  upon  the  sacred  shield,  summoning  all  her  war- 
riors. She  declares  that  the  time  has  come  to  make 
war    and    drive    out    the    invaders.      They    seize    the 
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proconsul  and  bring  him  before  her  for  judgment. 
Norma  condemns  him  and  then  tears  off  the  wreath 
from  her  brow,  saying  that  she  also  has  been  guilty. 
The  proconsul  recognizes  too  late  the  worth  of  the 
woman  he  has  scorned.  The  Druids  make  ready  the 
funeral  pyre  and  Norma  ascends  it  with  her  lover, 
both  perishing  in  the  flames. 

I  PURITANI 

{Ee  Pu-re-tahn'-ee) 

(The  Puritans.)  Romantic  Opera  in  Three  Acts. 
Music  by  Vincenzo  Bellini.  Book  by  Count  Pepoli. 
First  produced  in  the  Theatre  des  Italiens,  Paris, 
January  25,   1835. 

Scene:    Near  Plymouth,  England. 
Time;    Circa  1635. 

CAST 

Lord  Gautier  "Walton,  a  Puritan   (Basso). 
Sir  George  Walton,  his  brother   (Basso). 
Lord  Arthur  Talbot,  a  Cavalier  (Tenor). 
Sir  Richard  Forth,  a  Puritan  (Baritone). 
Sir  Benno  Robertson,   a  Puritan    (Tenor). 
Henrietta  of  France,  widow  of  King  Charles 

(Soprano). 
Elvira,  daughter  of  Lord   Walton    (Soprano). 
Puritans,  Soldiers,  Guards,  Women,  Pages,  etc. 

ARGUMENT 

A  slight  historical  background  is  offered  for  this 
opera,  in  the  wars  between  the  soldiers  of  Cromwell 
and  the  followers  of  the  fallen  king,  Charles  I. 

Act  I 

A  Fortress  near  Plymouth.  Lord  Walton,  a  loyal 
adherent  of  Cromwell  the  Protector,  is  in  charge  of 
this  stronghold,  which  contains  political  prisoners, 
among  them  Queen  Henrietta,  widow  of  Charles  I. 
Lord  Walton's  daughter,  Elvira,  is  enamored  of  Lord 
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Arthur  Talbot,  a  Cavalier,  and  follower  of  the  Stuarts, 
but  her  hand  has  been  promised  by  her  father  to  Sir 
Kichard  Forth,  a  Puritan.  Yielding  to  her  entreaties, 
however,  he  allows  her  to  betroth  herself  to  Talbot, 
and  her  uncle,  Sir  George  Walton,  arranges  for  the 
safe  conduct  of  the  Cavalier. 

Talbot  arrives,  and  then  discovers  that  Queen  Hen- 
rietta is  a  prisoner  there.  As  a  loyal  follower,  he 
plots  her  escape.  He  obtains  Elvira's  bridal  veil  and 
drapes  it  over  the  form  of  the  Queen.  As  they  pass 
out  they  are  intercepted  by  Forth,  the  disappointed 
suitor.  He  halts  them,  believing  the  lady  to  be  Elvira, 
but  when  her  features  are  partially  disclosed,  and  he 
sees  that  it  is  another  woman,  he  permits  them  to  pass. 
When  the  escape  is  discovered,  Elvira  is  so  wrought 
up  over  her  lover's  apparent  faithlessness,  that  she 
loses  her  reason. 

Act  II 

Another  Part  of  the  Fortress.  Elvira  seems  hope- 
lessly mad.  She  wanders  around  like  one  distraught. 
Her  uncle,  Walton,  and  her  Puritan  lover,  Forth,  de- 
clare that  they  will  meet  Talbot  in  battle,  and  avenge 
her  distress. 

Act  III 

A  Grove.  Having  accomplished  the  safety  of  his 
Queen,  Talbot  once  more  becomes  the  lover.  He  risks 
his  personal  safety  to  come  to  a  grove  near  the  fort- 
ress, in  the  hope  of  seeing  Elvira.  He  meets  her  in 
the  woodland,  and  is  able  to  lighten  her  darkened 
mind  no  little  by  his  presence  and  renewed  words  of 
love.  But  she  is  still  in  a  disturbed  state.  While  he 
is  trying  to  recall  her  memory  and  reason,  he  hears 
men  approaching.  He  knows  that  capture  means 
death,  but  he  will  not  forsake  her.  He  is  arrested 
and  speedily  sentenced  to  death.  The  execution  is 
about  to  take  place,  when  word  is  received  that  the 
Cavalier  forces  have  been  (signally  defeated,  and  Crom- 
well has  proclaimed  amnesty  for  all  prisoners.  Talbot 
is  accordingly  set  free,  and  the  sudden  joy  operates  to 
restore  Elvira's  full  reason.    She  and  Talbot  are  united. 
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HECTOR  BERLIOZ 

This  French  composer  was  educated  for  the  profes- 
sion of  medicine,  but  turned  aside  to  the  more  con- 
genial paths  of  music.  He  was  born  in  La  Cote- 
Sainte-Andre,  near  Grenoble,  December  11,  1803.  At 
the  age  of  twenty-seven  he  won  first*  prize  in  the 
Paris  Conservatory  of  Music,  for  his  cantata,  *'Sar- 
danaple."  After  a  few  months'  study  in  Italy,  he 
turned  seriously  to  the  production  of  opera,  and  also 
to  musical  criticism  in  prose.  His  best  known  operas 
are:  ^'Benvenuto  Cellini,"  ''Beatrice  and  Benedict," 
and  ''The  Trojans."  Strangely  enough,  he  is  remem- 
bered to-day  for  "The  Damnation  of  Faust,"  which 
originally  was  not  an  opera  at  all,  but  a  dramatic 
cantata.  Berlioz  was  also  the  composer  of  orchestral 
sjnnphonies,  such  as  "Episode  in  the  Life  of  an  Ar- 
tist," in  which  the  various  instruments  take  the  part 
of  speaking  or  singing  characters.  He  may  thus  be 
regarded  as  a  pioneer  in  the  school  of  "chamber 
music."     He  died  in  Paris,  March  9,  1869. 


BENVENUTO   CELLINI 

Opera  in  Three  Acts.  Music  by  Hector  Berlioz.  Book 
by  Du  Wailly  and  Barbier.  First  produced  in  the 
Grand  Opera,  Paris,  September  3,  1838. 

Scene  :    Kome. 

Time:    1532. 

CAST 

Cardinal  Salviati  (Basso). 
Balducci,  Papal  Treasurer  (Basso). 
Teresa,  his  daughter  (Soprano). 
Bbnvenuto  Cellini,  a  goldsmith  (Tenor). 
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AscANio,  his  apprentice    (Mezzo-Soprano). 
Francesco,  artisan  in  Cellini's  workshop  (Tenor). 
Bernardino,  artisan  in  Cellini's  Workshop  (Basso). 
FiERAMOSCA,  sculptor  to  the  Pope    (Baritone). 
PoMPEO,  a  hravo    (Baritone). 

ARGUMENT 

Cellini  is  a  famous  goldsmith  of  Rome,  in  the  six- 
teenth century,  who  is  commissioned  by  the  Pope  to 
make  a  certain  statue.  It  is  carnival  time,  and  his 
attention  is  distracted  not  only  by  this  fact,  but  also 
by  the  love  of  Teresa,  the  Papal  Treasurer's  daughter. 
After  a  tangle  of  cross  purposes,  the  statue  is  finished 
triumphantly.  It  proves  to  be  "Perseus,''  one  of  the 
historic  art  treasures  of  Florence. 


TEE  DAMNATION  OF  FAUST 

{The  Dam-na'-tion  of  Fowst) 

Dramatic  Opera  in  Four  Acts.  Music  by  Hector  Ber- 
lioz. Book  by  Berlioz,  Gerard  and  Gandonniere. 
First  produced  in  Paris,  without  costumes,  in  1846. 

Scene:  A  German  Village. 
Time:  The  Eighteenth  Century. 

CAST 

Faust,  a  philosopher  (Tenor). 
Mephistopheles,  the  tempter  (Basso). 
Brander,   a  convivial   friend    (Basso). 
Marguerite,  a  peasant  girl  (Soprano). 
Peasants,  Troopers,  Roysterers,   Students, 
Sylphs,  Fiends,  Angels. 

ARGUMENT 

This  version  of  the  Faust  legend  is  remarkable  for  its 
dramatic  intensity  and  the  passion  of  its  music. 
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Act  I 

The  Open  Fields.  Faust,  a  learned  philosopher, 
wanders  out  into  the  sunrise,  tired  of  books  for  the 
nonce  and  pondering  the  mysteries  of  Nature.  He 
observes  a  group  of  peasants  who  take  great  delight 
in  a  parade  of  marching  soldiers,  but  he  only  wonders 
at  their  enthusiasm. 

Act  II 

Faust  ^s  Study.  The  philosopher  returns  to  his  books 
more  than  ever  weary  of  them  and  of  all  the  world. 
Somehow  with  all  his  learning  his  heart  is  empty  and 
unsatisfied.  He  resolves  to  end  it  all  with  a  dose  of 
poison,  but  the  sound  of  Easter  music  stays  his  hand. 
Now  comes  the  fiend,  Mephistopheles,  to  tempt  him 
with  the  pleasures  of  the  world,  and  Faust  yields  and 
goes  with  him  to  a  tavern.  The  coarse  songs  and 
jests  of  the  roysterers  soon  disgust  him,  however,  and 
Mephistopheles  takes  him  to  a  beautiful  garden  where 
he  is  lulled  to  sleep  by  soft  music  and  dreams  of  a 
charming  peasant  girl,  Marguerite.  Sylphs  dance  about 
him  as  he  awakes,  filled  with  desire  to  find  the  girl 
of  his  dreams.  Soldiers  and  students  pass  by  singing 
their  rollicking  songs,  and  Faust  feels  the  love  of  the 
world  once  more  surging  through  his  veins. 

Act  III 

Marguerite's  Chamber.  The  fiend  conducts  Faust 
to  the  home  of  his  unknown  sweetheart,  and  Faust 
conceals  himself  in  her  room.  Marguerite  also  has 
dreamed  of  Faust  and  enters  the  room  musing  upon 
her  vision  while  she  braids  her  hair.  Meanwhile, 
Mephistopheles  sings  a  mocking  song  without.  Faust 
reveals  himself  to  the  startled  girl  and  pleads  his  suit 
so  ardently  that  she  is  finally  persuaded  to  give  her- 
self to  him.  Their  love  scene  is  interrupted  by  the 
fiend  who  comes  to  warn  them  that  Marguerite's 
mother  and  friends  are  near  at  hand.  Faust  is 
dragged  away  unseen  by  the  exultant  demon,  while 
the  villagers  threaten  the  defenceless  girl. 
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Act  IV 

Scene  1.  Marguerite^ s  Chamber.  Marguerite  sits 
alone  and  grief-stricken,  sorrowing  for  her  own  sin, 
for  her  mother's  death,  and  for  the  absent  Faust. 
Soldiers  march  past  singing. 

Scene  2.  Faust's  Study.  Faust  also  is  yearning 
for  Marguerite,  and  when  the  fiend  appears  and  tells 
him  he  can  save  the  girl  only  by  signing  a  paper, 
Faust  consents.  Marguerite  is  in  prison  condemned 
to  death  for  the  murder  of  her  mother,  to  whom 
Mephistopheles  had  given  too  heavy  a  sleeping  potion. 
The  paper,  however,  does  not  free  Marguerite  but  in- 
stead consigns  Faust's  soul  to  perdition.  He  goes 
with  the  fiend  upon  a  wild  night  ride  on  two  black 
chargers  which  at  last  convey  them  to  Hell,  where 
a  group  of  demons  exult  over  his  downfall. 

Epilogue 

The  Prison  Cell.  The  unhappy  and  penitent  Mar- 
guerite is  saved  and  ascends  with  angels  to  Heaven. 


GEORGES  BIZET 

A  French  composer,  born  in  Paris,  October  25,  1838. 
He  studied  music  under  Halevy,  and  later  at  the 
Paris  Conservatory.  He  composed  many  pieces  of 
music,  long  and  short,  but  is  chiefly  remembered  for 
five  operas:  ''Vasco  da  Gama"  (1863),  ''The  Pearl 
Fishers"  (1863),  ''The  Fair  Maid  of  Perth"  (1867), 
"Djamileh"  (1872),  and  "Carmen"  (1875).  The 
last  is  by  far  his  most  famous  work,  and  has  remained 
a  prime  favorite  with  opera-goers.  Bizet  died  near  Paris, 
June  3,  1875. 

CARMEN 

( Car' -men) 

Romantic  Opera  in  Four  Acts.  Music  by  Georges 
Bizet.  Book  by  Meilhac  and  Halevy,  after  the  novel 
by  Prosper  Merimee.  First  produced  at  the  Opera 
Comique,  Paris,  March  3,  1875. 

Scene:  Seville. 

Time:  Early  part  of  Nineteenth  Century. 

CAST 

ZuNiGA,  a  lieutenant  (Basso). 
Jose,  a  sergeant  (Tenor). 
Morales,  a  sergeant   (Basso). 
EscAMiLLO,  a  hull-fighter   (Basso). 
Dancairo,   a  smuggler    (Tenor). 
Remendado,  a  smuggler  (Baritone). 
Carmen,  a  gipsy  girl   (Soprano). 
Frasquita,  a  gipsy  (Soprano). 
Mercedes,  a  gipsy   (Contralto). 
Michaela,  a  peasant  girl  (Soprano). 

Gipsies,  Peasants,  Citizens,  Cigarette 
Girls,   Soldiers. 

ARGUMENT 

'* Carmen"  is  a  colorful  opera,  founded  upon  Meri- 
mee's  brilliant  romance  depicting  Spanish  gipsy  and 
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peasant  life.  The  central  figure  is  a  heartless  co- 
quette who  lives  only  for  the  passion  of  the  passing 
moment. 

Act  I 

A  City  Square.  A  troop  of  soldiers  under  the  com- 
mand of  Don  Jose,  together  with  town  idlers,  throng 
the  open  square  during  the  noon  hour.  Especially 
are  they  interested  in  the  pretty  girls  who  work  in  a 
neighboring  cigarette  factory.  Only  the  officer,  Don 
Jose,  is  indifferent  to  these  coquettes  as  they  jest  with 
the  men.  Seeing  his  indifference.  Carmen,  the  gipsy 
girl  and  the  greatest  flirt  of  them  all,  practices  her 
wiles  upon  him  and  flings  him  a  red  rose.  Don  Jose's 
blood  is  finally  fired,  but  the  girls  return  to  their 
work,  and  Micjiaela,  a  gentle  peasant  girl  from  his 
home  village,  arrives  with  a  message  for  him.  The 
officer  is  about  to  throw  the  gipsy's  rose  away  when 
a  commotion  is  heard  within  the  factory  and  the  girls 
rush  out.  Carmen  has  quarreled  with  another  girl 
and  stabbed  her.  The  assailant  is  brought  forward 
and  pinioned  to  prevent  further  mischief,  but  she  so 
bewitches  the  young  officer  that  he  connives  at  her 
escape. 

Act  II 

A  Tavern  Room.  Carmen  has  returned  to  her  no- 
madic life  and  we  find  her  with  her  companions  sing- 
ing and  carousing  in  a  road  house.  The  famous  bull- 
fighter, Escamillo,  enters,  and  Carmen  is  greatly  fas- 
cinated by  him  and  also  makes  him  aware  of  her 
charms.  The  inn  is  closed  for  the  evening,  but  Car- 
men and  two  of  the  gipsy  men  who  are  smugglers 
await  the  arrival  of  Jose.  The  latter  is  deeply  in  the 
girl's  toils,  and  when  he  appears  she  urges  him  to 
desert  the  army  and  join  the  gipsy  band.  At  first 
he  refuses,  but  when  a  superior  officer  appears  and 
orders  him  out,  swords  are  drawn.  Carmen  summons 
the  gipsies,  who  overpower  the  officer,  and  all,  includ- 
ing Jose,  escape  to  the  mountains. 
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Act  III 

Mountain  Retreat  of  the  Smugglers,  The  smugglers 
have  been  busy  and  successful,  aided  by  Jose  who  is 
still  wildly  in  love  with  Carmen.  She,  however,  is 
growing  cold  to  him.  He  sees  this  and  is  deeply 
dejected  by  it  and  at  the  thought  of  his  perfidy.  Car- 
men's latest  conquest,  Escamillo,  now  appears  seeking 
her,  and  Jose,  wildly  jealous,  would  spring  at  his 
throat  but  for  the  intervention  of  the  gipsies.  The 
faithful  Michaela  again  finds  Jose  and  beseeches  him 
to  hasten  with  her  to  the  bedside  of  his  dying  mother. 
After  a  struggle  between  duty  and  desire,  duty  pre- 
vails and  he  departs  with  her. 

Act  IV 

Exterior  of  the  Bull-Fighting  Arena.  All  Seville 
is  hastening  to  one  of  the  great  fights  of  the  season, 
where  their  favorite  toreador,  Escamillo,  is  to  appear. 
Carmen  has  accompanied  him,  despite  the  warnings 
of  her  friends  that  the  furious  Jose  is  seeking  her. 
Amid  great  pomp  Escamillo  enters  the  arena,  but  be- 
fore she  can  follow  him,  her  discarded  lover  appears. 
At  first  he  pleads  with  her  to  return  to  him.  She 
refuses,  and  the  enraged  Jose  stabs  her  to  the  heart 
just  as  the  victorious  fighter  returns  from  the  arena. 

THE  PEARL  FISHERS 

(Les  Pecheurs  des  Perles.)  Romantic  Opera  in  Three 
Acts.  Music  by  Georges  Bizet.  Book  by  E.  Cormon 
and  M.  Carre.     First  produced  at  Paris,  1863. 

Scene:  The  Isle  of  Ceylon. 
Time:  Barbaric  Period. 

CAST 

Leila,  a  priestess    (Soprano). 
Nadir,  a  pearl  fisher   (Tenor). 
ZuRGA,  a  chief   (Baritone). 
NuRABAD,  the  high  priest   (Basso). 
Fishermen,  Fakirs,  Priests  and  Priestesses,  Islanders. 
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ARGUMENT 

•*The  Pearl  Fishers"  is  a  rapidly  moving  opera, 
woven  around  a  simple  theme  and  involving  only  four 
leading  characters. 

Act  I 

On  the  Seashore.  A  semi-barbaric  tribe  meet  to 
elect  a  chief  and  to  hold  an  annual  festival  and  vigil 
to  frighten  away  the  evil  spirits.  They  choose  Zurga 
as  their  chief.  While  the  festival  is  in  progress,  Zur- 
ga's  former  friend.  Nadir,  appears  from  the  forest. 
The  two  had  become  estranged  on  account  of  their 
rivalry  for  the  hand  of  a  beautiful  woman  who  had 
mysteriously  appeared  on  their  shores  a  year  before. 
Each  year  she  comes  to  pray  for  the  tribe,  and  none 
dares  molest  her  or  look  upon  her  face.  While  the 
two  reunited  friends  converse,  a  boat  draws  near  and 
the  fair  stranger  is  again  announced,  accompanied 
by  Nurabad,  the  high  priest.  The  people  draw  near 
her  in  awe,  asking  her  to  intercede  for  them.  She 
promises  to  keep  lonely  vigil  for  them,  and  Zurga 
promises  in  his  turn  that,  if  she  is  true  to  her  trust, 
he  will  bestow  upon  her  a  pearl  of  great  price,  but 
that  if  she  is  untrue,  death  shall  be  her  portion. 
Nadir  is  a  deeply  interested  spectator,  as  he  recog- 
nizes the  voice  of  the  woman  he  so  passionately  loved 
a  year  before.  After  all  the  rest  have  departed  he 
lingers  below  the  rocks  where  she  is  holding  her  vigil. 

Act  II 

Uuins  of  a  Temple.  Nurabad,  the  high  priest,  in- 
stalls Leila  in  her  position  as  priestess  of  the  tribe. 
He  tells  her  that  she  must  remain  in  silent  watch  and 
prayer  throughout  the  night.  She  is  fearful  of  the 
forest  sounds,  but  promises.  Nurabad  departs.  As 
Leila  trembles  at  the  roar  of  wild  beasts,  she  is  sud- 
denly reassured  by  the  sound  of  a  human  voice.  It 
is  Nadir  singing  to  her  in  the  distance.     She  answers, 
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and  Nadir,  overjoyed,  tells  her  of  his  love.  They 
embrace,  but  are  surprised  by  the  high  priest,  who 
has  been  in  hiding.  He  calls  the  people  together, 
telling  them  that  their  priestess  has  been  false  to  her 
vows.  The  tribesmen  are  ready  to  slay  her,  but  Nadir 
shields  her  with  his  body.  Zurga,  in  order  to  protect 
his  friend,  commands  the  pearl  fishers  to  disperse. 
Nurabad  tears  away  Leila's  veil,  and  Zurga  then 
recognizes  her  as  the  same  woman  over  whom  he  and 
Nadir  had  formerly  quarreled.  A  storm  arises,  and 
the  people  pray  to  the  gods  while  the  priests  lead 
Leila  away.     Nadir  is  sentenced  to  death. 

Act  III 

A  Tent  hy  the  Sea.  Zurga  is  torn  between  conflict- 
ing emotions  of  his  love  for  Leila  and  his  friendship 
for  Nadir.  In  the  midst  of  his  inner  struggle,  Leila 
comes,  guarded  by  two  pearl  fishers,  to  intercede  for 
her  lover.  Zurga  declares  his  own  love  for  her,  but 
she  disdains  him.  She  is  ready  to  die  if  Nadir  dies. 
She  gives  him  a  chain  which  she  had  formerly  re- 
ceived as  a  guerdon.  Zurga,  much  moved,  departs, 
and  the  tribesmen  cluster  around  their  prospective 
victims,  Leila  and  Nadir,  and  begin  their  tribal  dance. 
As  they  are  at  last  on  the-  point  of  stabbing  the 
victims  with  their  knives,  Zurga  re-enters,  telling  them 
that  their  camp  is  in  flames.  They  hasten  away,  while 
Zurga  boasts*  that  he  is  the  incendiary  and  has  chosen 
this  method  of  saving  the  captives.  He  strikes  off  their 
shackles,  while  Nurabad,  who  has  overheard,  hastens 
away  to  the  people,  to  obtain  aid  in  preventing  the 
escape.  Nadir  and  Leila,  however,  have  time  to  make 
their  way  to  the  cliffs  and  safety.  Zurga  remains 
behind  to  shield  their  flight,  and  is  slain  by  the  knives 
of  his  followers. 
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DJAMILEH 

(Jam'-t-leh) 

Light  Opera  in  One  Act.  First  produced  at  the  Opera 
Comique,  Paris,  1872.  Music  by  Bizet,  words  by- 
Louis  Gallet,  based  on  Alfred  de  Musset's  poem, 
**Namouna.''  The  scene  is  Cairo,  the  time  medi- 
seval. 

Djamileh  is  a  beautiful  slave  who  is  in  love  with 
her  master,  Prince  Haroun,  a  Turkish  nobleman,  who 
is  tired  of  her  and  wishes  to  sell  her.  But  she  per- 
suades his  secretary,  Splendiano,  who  is  in  love  with 
her,  to  aid  her  in  regaining  her  master's  affections. 
If  she  fails,  she  promises  to  wed  Splendiano. 

"With  the  secretary's  aid,  when  the  slave  dealer 
arrives,  she  is,  in  disguise,  among  the  slaves  offered 
to  Haroun.  She  dances  so  charmingly  that  Haroun 
is  entranced,  and  immediately  buys  her.  When  she 
reveals  her  identity,  and  pleads  that  her  ruse  was 
prompted  by  her  love  for  him,  he  gladly  receives  her 
back  into  his  favor. 


LEO  BLECH 

Leo  Blech,  who  was  born  in  Aachen,  April  22,  1871, 
belongs  to  the  modern  school  of  German  composers. 
He  has  written  shorter  pieces  and  orchestral  selec- 
tions, but  is  known  in  America  almost  exclusively  for 
one  opera,  '  *  Versiegelt, "  which  was  produced  at  Ham- 
burg in  1908. 

VERSIEGELT 

(Fair-see'-gelt) 

(Under  Seal.)  Comic  Opera  in  One  Act.  Music  by 
Leo  Blech.  Book  by  Richard  Batka  and  Pordes- 
Milo,  after  the  story  by  Rauppach.  First  produced 
at  Hamburg,  1908. 

Scene  :  A  German  village. 
Time:  1830. 

CAST 

Braun,  the  Burgomaster    (Baritone). 

Else,  his  daughter  (Soprano). 

Frau  Gertrud  Schramm,  a  young  widow 

( Mezzo-Soprano. ) 
Frau  Willmer,  a  neighbor  (Contralto). 
Bertel,  her  son,  the   town  clerk    (Tenor). 
Lampe,  a  hailiff  (Basso). 
Knote,  a  villager   (Basso). 

Watchmen,  Officials,  Villagers. 

ARGUMENT 

A  little  village  comedy  of  customs  and  manners  is 
here  given  an  appropriate  musical  setting. 

Sitting-room  in  Frau  Schramm's  House.  An  attrac- 
tive young  widow,  Frau  Schramm  is  the  object  of  the 
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attentions  of  Herr  Braun,  the  Burgomaster  of  the 
town.  While  flattered,  she  has  thus  far  refused  him 
a  definite  answer.  Meanwhile,  his  daughter,  Else,  is 
loved  by  Bertel,  the  town  clerk,  but  this  match  does 
not  please  the  exalted  mayor.  He  visits  his  wrath 
upon  the  head  of  Bertel 's  mother,  Frau  Willmer,  who 
comes  to  tell  her  troubles  to  Frau  Schramm.  The 
Burgomaster  is  about  to  seize  Frau  Willmer 's  belong- 
ings for  unpaid  taxes,  and  she  begs  her  neighbor  to 
conceal  a  huge  wooden  wardrobe,  her  most  cherished 
possession.  Frau  Schramm  consents,  and  the  bulky 
piece  of  furniture  is  dragged  in.  But  Lampe,  the 
bailiff,  discovers  its  whereabouts,  and  posts  off  to  re- 
port to  the  mayor.  When  Braun  calls,  he  is  not 
nearly  so  much  concerned  with  the  wardrobe  as  with 
the  pretty  widow.  She  takes  the  opportunity  to  plead 
the  cause  of  Bertel  and  Else,  but  he  is  obdurate.  The 
widow  finally  lets  him  embrace  her,  when  a  knock  is 
heard.  The  mayor  does  not  want  to  be  discovered, 
so  hides  in  the  wardrobe.  Lampe  enters  and  places 
an  official  seal  upon  its  doors.  He  hears  a  suspicious 
noise  within,  and  departs  to  summon  help.  Meantime 
Else  and  Bertel  arrive,  and  the  widow  prompts  them 
to  play  the  part  of  dutiful  children  for  the  impris- 
oned man's  benefit.  They  would  not  think  of  eloping 
without  his  consent,  0  no! — but  they  will  not  release 
him  until  he  grants  this  consent  and  settles  a  dowry 
upon  his  daughter.  He  makes  the  best  of  a  bad  bar- 
gain, and  when  Lampe  and  the  neighbors  enter,  Bertel 
pretends  that  it  was  he  who  was  in  the  wardrobe. 
All  is  explained  amid  general  rejoicing.  The  Burgo- 
master kisses  the  blushing  widow,  and  catching  the 
younger  pair  in  the  same  act,  he  exclaims,  *  *  So  you 
are  under  seal,  too,  eh?'^  as  the  curtain  falls. 


ARRIGO   BOITO 

'Arrigo  Boito  was  known  as  poet  and  librettist  be- 
fore turning  his  hand  to  composing.  He  was  the 
author  of  the  books  to  Ponchielli's  opera  **La  Gio- 
conda,"  and  Verdi's  ''Otello"  and  ''Falstaff.''  Boito 
was  born  in  Padua,  Italy,  February  24,  1842.  From 
1853  to  1862  he  studied  in  the  Milan  Conservatory, 
but  lived  so  long  thereafter  in  Germany  as  to  become 
Teuton  in  his  musical  tastes.  He  was  an  ardent  ad- 
mirer of  Wagner's  music.  Since  *  *  Mefistof  ele "  Boito 
has  written  and  composed  another  opera,  **Nerone," 
but  withheld  it  from  production.  *  *  Mefistof ele "  is 
based  on  the  two  parts  of  Goethe's  ** Faust,"  thus 
going  further  than  Gounod  as  to  plot. 


MEFISTOFELE 

{Mef-is-tof'-e-leh) 

(Mephistopheles.)  Dramatic  Opera  in  Prologue,  Four 
Acts,  and  Epilogue.  Music  by  Arrigo  Boito.  Book 
by  Composer.  After  Goethe's  ** Faust."  First  pro- 
duced at  La  Scala,  Milan,  1868. 

Scene:  Germany   and   Greece. 
Time:  Middle  Ages. 

CAST 

Mephistopheles,  the  Evil  One    (Baritone). 
Faust,  a  student   (Tenor). 
"Wagner,  a  student    (Basso). 
Nereus    ( B  ar  it  one ) . 
Pantalis    ( Tenor ) . 

Marguerite,  a  German  girl  (Soprano). 
Martha,  her  mother   (Contralto). 
Helen  of  Troy    (Soprano). 
Students,    Townspeople,    Spirits,    Witches, 
Bacchanal  Women,   Greeks,  etc. 
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ARGUMENT 

The  plot  of  this  opera  is  not  unlike  that  of  Gou- 
nod's ''Faust,'*  except  that  it  delves  more  deeply  into 
Goethe's  theme,  and  shows  the  final  redemption  of 
Faust. 

Prologue 

The  Court  of  Heaven.  As  the  angels  prostrate 
themselves  before  the  throne  of  the  Most  High,  Meph- 
istopheles  appears  and  wagers  that  he  can  seduce  the 
philosopher,  Faust.    He  is  bidden  to  try. 

Act  I 

Frankfort.  It  is  Easter  Sunday.  Amid  the  merry 
throng  of  the  streets,  Faust  and  Wagner  wander, 
observing  the  crowd,  but  holding  themselves  aloof 
from  it.  Their  attention  is  finally  attracted  by  a  gray 
Friar,  whom  every  one  seems  instinctively  to  shun. 
He  follows  Faust  so  persistently,  that  the  latter  enters 
his  house  to  avoid  him.  However,  the  Friar  also  slips 
in,  and  presently  reveals  himself  to  Faust  as  the  Evil 
One.  He  says  that  he  will  open  to  Faust  the  riches 
and  happiness  of  the  world,  if  Faust  will  serve  him 
in  the  next  world.  Faust  accepts  the  proposition,  and^ 
Mephistopheles  carries  him  away  on  his  cloak. 

Act  II 

Scene  1,  A  Garden.  Mephistopheles  first  offers 
Faust  love,  and  introduces  him  to  Marguerite,  the 
village  girl.  The  two  walk  arm  in  arm  in  a  garden, 
while  Mephistopheles  keeps  the  coast  clear  by  making 
love  to  Martha,  her  mother.  Faust  hands  the  girl  a 
phial  containing  a  powerful  sleeping  potion,  which 
she  is  to  give  her  mother. 

Scene  2.  The  Brocken.  The  witches*  saturnalia  is 
in  full  progress.  Mephistopheles  shows  Faust  their 
wild  revels.  During  one  incantation,  they  summon 
before  his  eyes  the  picture  of  Marguerite,  suffering 
imprisonment  because  of  crimes  instigated  by  him. 
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Act  III 

Interior  of  a  Prison  Cell.  Marguerite  is  shown 
alone  in  a  cell,  crazed  by  grief  and  remorse.  She 
has  been  condemned  to  death  for  poisoning  her  mother 
and  killing  her  child.  She  can  look  only  to  Heaven 
for  pardon.  Through  the  power  of  Mephistopheles, 
Faust  enters  the  prison  and  bids  her  escape  with  him, 
but  she  will  not  do  so  while  he  is  associated  with  the 
Evil  One.  They  urge  her  to  go  until  day  dawns,  but 
they  are  forced  to  leave  without  her.  She  falls  back 
lifeless,  while  an  angelic  choir  chants  that  she  is  saved. 

Act  IV 

A  Scene  in  Ancient  Greece.  In  order  further  to 
show  his  power,  Mephistopheles  transports  Faust  to 
ancient  Greece,  and  bestows  upon  him  the  hand  of  the 
most  beautiful  of  women,  Helen  of  Troy.  She  tells 
Faust  her  story  and  the  events  leading  to  the  fall  of 
Troy.  Faust  makes  ardent  love  to  her,  and  she  ac- 
cepts him. 

Epilogue 

Faust's  Study.  Faust  as  an  old  man  is  seen  review- 
ing his  past  life,  which  he  regrets  bitterly.  He  has 
not  found  happiness  in  the  gratification  of  the  senses. 
Mephistopheles  appears,  but  finds  that  he  has  lost  his 
power  to  tempt  him.  Sirens  surround  Faust  and  call 
to  him  seductively.  He  turns  away  and  opens  his 
Bible,  reading  therein  that  the  vilest  of  sinners  can 
repent  and  be  saved.  He  prays  for  forgiveness,  and 
Mephistopheles  sinks  into  the  earth,  vanquished.  Faust 
dies,  and  a  shower  of  roses  falls  upon  his  body  from 
above,  in  token  that  Heaven  has  accepted  his  soul. 


ALEXANDRE    BORODINE 

This  Russian  composer  turned  to  music  as  a  relax- 
ation from  scientific  labors.  He  was  a  chemist  and 
physicist  of  repute,  having  a  laboratory  which  com- 
municated directly  with  his  house.  He  himself  said: 
*'In  winter  I  can  only  compose  when  I  am  too  unwell 
to  give  my  lectures.  At  Christmas  (1886)  I  had 
influenza,  so  I  stayed  at  home  and  wrote  the  Thanks- 
giving Chorus  in  the  last  act  of  'Igor.'  "  He  never 
finished  this  opera,  however.  It  was  completed  by 
Rimsky-Korsakoff  and  Glazounoff,  and  presented  in 
1890,  three  years  after  the  death  of  Borodine. 


PRINCE  IGOR 

(Prince  Ee'-gor) 

A  Russian  Dramatic  Opera  in  Prologue  and  Four 
Acts.  Book  and  Music  by  Alexandre  Borodine. 
First  produced  at  St.  Petersburg  (Petrograd)  in 
1890. 

Scene:  Russia  and  Siberia. 
Time:  1185. 

CAST 

Prince  Igor  Sviatoslavitch  (Baritone). 
Yaroslavna,  his  second  wife   (Soprano). 
Vladimir,  his  son  hy  his  first  wife   (Tenor). 
Prince  Galitsky,  brother  of  Yaroslavna  (Basso). 
KoNTCHAK,  a  Khan  of  Tartar   (Basso). 
Kontchakovna,  his  daughter  (Contralto). 
OvLOUR,  a  Tartar  soldier  (Tenor). 
ScouLA,  a  minstrel   (Basso). 
Erochka,  a  minstrel  (Tenor). 
Nurse    (Soprano). 
Young   Tartar  Girl    (Soprano). 
Russians,  Tartars,  Soldiers,  Courtiers,  etc. 
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ARGUMENT 

A  tale  of  early  Russian  history,  which  is  more  con- 
cerned with  manners  and  customs  than  with  historic 
incident.    The  opera  is  full  of  color  and  sentiment. 

Prologue 

Market  Place  of  Foultvle,  the  seat  of  Prince  Igor. 
Just  as  Prince  Igor  of  Seversk  is  starting  out  at  the 
head  of  his  army  to  crush  the  Tartars,  an  eclipse  of 
the  sun  occurs.  This  is  regarded  as  a  bad  omen,  and 
the  people  urge  him  to  postpone  his  expedition,  but 
he  is  determined  to  proceed.  He  takes  with  him  his 
son,  Vladimir,  and  commends  his  wife  to  the  care  of 
her  brother.  Prince  Galitsky,  who  is  also  left  at  the 
head  of  the  government. 

Act  I 

Scene  1.  Street  in  Poultvle.  No  sooner  is  Prince 
Igor  gone,  than  the  regent.  Prince  Galitsky,  tries  to 
wreck  his  throne.  He  curries  favor  with  the  people 
by  allowing  them  the  utmost  license.  He  is  assisted 
by  two  scoundrelly  minstrels,  Scoula  and  Erochka,  who 
have  deserted  from  the  army. 

Scene  2.  Boom  in  the  Palace.  Princess  Yaroslavna 
sorrows  over  the  absence  of  her  lord,  and  deplores  the 
dissoluteness  of  the  court.  Some  young  girls  enter 
and  complain  to  her  of  the  ill-treatment  accorded  one 
of  them  at  the  hands  of  Galitsky,  and  implore  protec- 
tion. Yaroslavna  upbraids  her  brother  with  his  per- 
fidy, and  in  a  stormy  scene  orders  him  from  her  pres- 
ence. At  this  moment  a  messenger  enters  with  the 
news  that  Igor's  army  has  been  defeated,  he  and  his 
son  are  prisoners,  and  the  Tartars  are  marching 
against  Poultvle.  The  news  of  this  disaster  causes 
the  people  to  renew  their  loyalty,  and  rally  to  the 
defense  of  Yaroslavna. 

Act  II 

Camp  of  the  Tartars.  The  beautiful  daughter  of 
Kontchak,   the   Tartar   prince,   has  enslaved   the   pris- 
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oner  of  war,  Vladimir,  much  more  completely  than 
his  soldiers  could  have  done.  Vladimir,  indeed,  is 
becoming  reconciled  to  his  captivity,  since  it  brings 
him  near  to  her.  He  lingers  before  her  tent,  singing 
a  serenade.  Igor,  however,  is  anything  but  pleased 
-with  his  fate,  although  his  captor  has  treated  him 
with  every  consideration.  He  is  offered  a  means  of 
escape  by  Ovlour,  a  Christian  soldier,  but  declines 
to  take  advantage  of  the  Khan's  chivalry.  The  act 
ends  with  an  elaborate  banquet  given  by  the  Tartar 
prince  in  honor  of  his  royal  captive. 

Act  III 

Same  as  Act  II.  Victorious  soldiers  return  to  camp, 
bringing  trophies  from  the  conquest  of  Poultvle.  At 
the  tidings  of  the  overthrow  of  his  capital,  Igor  can 
no  longer  refuse  to  escape.  While  the  soldiers  are 
dividing  the  booty,  Ovlour  plies  them  with  drink,  and 
in  the  resulting  orgy  he  and  Igor  prepare  to  flee. 
The  Khan's  daughter  discovers  their  plans  and  en- 
treats Vladimir  to  stay.  He  hesitates,  and  is  repri- 
manded by  his  father.  However,  as  the  party  sets 
forth,  she  clings  to  the  young  prince  and  holds  him 
back.  Igor  and  Ovlour  depart  without  him.  When 
the  escape  is  discovered,  the  soldiers  are  ready  to  kill 
Vladimir,  but  the  Khan  accepts  the  situation  philo- 
sophically. **  Since  the  old  falcon  has  taken  flight, 
we  must  chain  the  .young  falcon  by  giving  him  a 
mate,"  he  says,  and  bestows  upon  him  the  hand  of 
his  daughter. 

Act  IV 

Scene  1,  Yaroslavna's  Palace,  Yaroslavna  sings 
a  touching  lament  for  her  lost  husband  and  despoiled 
country.  But  as  she  gazes  out  over  the  ravaged  fields, 
two  horsemen  are  seen  approaching.  They  are  Igor 
and  his  faithful  attendant,  Ovlour.  Husband  and 
wife  are  reunited,  and  in  the  joy  of  home-coming 
much  of  the  intervening  sorrow  is  forgotten.  Igor 
plans  to  rehabilitate  his  country. 
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Scene  2.  The  Kremlin.  As  Igor  and  Yaroslavna 
enter  the  Kremlin  to  give  public  thanks,  they  encoun- 
ter the  two  rogues,  Scoula  and  Eroehka,  who  have  been 
prime  movers  in  the  regent's  misgovernment.  They 
know  that  they  will  suffer  if  caught,  so  forestall  dis- 
covery by  ringing  the  bells  to  announce  publicly  the 
restoration  of  Prince  Igor.  Their  audacity  prevents 
their  punishment,  and  the  opera  ends  pleasantly,  amid 
popular  rejoicing. 


CHARLES   WAKEFIELD   CADMAN 

An  American  composer  and  song-writer  who  has 
specialized  in  Indian  music.  Cadman  has  visited 
Indian  reservations  and  secured  phonograph  records 
of  the  tribal  lays.  He  was  born  in  Johnstown,  Pa., 
December  24,  1881,  and  studied  harmony  and  orches- 
tration at  Pittsburgh.  His  *'Shanewis,"  an  opera  in 
two  scenes,  was  produced  in  New  York  in  1918  and 
1919.  Cadman  has  also  written  two  other  operas, 
*^The  Garden  of  Mystery"  and  ''The  Red  Rivals" 
(Daoma) . 

SHANEWIS 

( Shah'-nee-wis ) 

(The  Robin  Woman.)  An  American  Opera  in  Two 
Scenes.  Music  by  Charles  Wakefield  Cadman.  Book 
by  Nelle  Richmond  Eberhardt.  First  produced  at 
the  Metropolitan  Opera  House,  New  York,  March 
23,   1918. 

Scene:  Western  America. 
Time:  The  Present, 

CAST 

Shanewis,  an  Indian  maiden   (Soprano). 
Mrs.   Everton,   an  American    (Mezzo-Soprano). 
Amy  Everton,  her  daughter  (Soprano). 
Lionel,  an  American   (Tenor). 
Philip,  an  Indian   (Basso). 
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ARGUMENT 

Shanewis  is  an  Indian  girl  who  has  had  exceptional 
advantages  in  education.  She  has  been  befriended  by 
an  American  lady  and  thus  had  the  opportunity  to 
cultivate  her  rich  voice.  She  is  called  ''The  Robin 
Woman."  Shanewis  falls  in  love  with  the  son  of  her 
patron,  not  knowing  that  he  is  already  betrothed  to 
Amy  Everton,  an  American  girl.  Meanwhile  Philip, 
an  Indian  suitor,  pleads  his  cause  in  vain,  and  urges 
her  to  make  use  of  a  bow  and  poisoned  arrows,  but 
she  disdains  him.  In  anger  at  his  rival's  perfidy  in 
keeping  Shanewis  in  ignorance  of  his  other  love  affair, 
the  Indian  grasps  the  weapons  and  slays  the  deceiver. 


ALFREDO  CATALANI 

An  Italian  composer  who  was  born  in  Lucca,  July 
19,  1854,  and  died  in  Milan,  August  7,  1893.  He 
wrote  songs  and  instrumental  pieces,  but  is  known  in 
this  country  for  only  one  opera,  ''Loreley,"  which 
was  presented  by  the  Chicago  Opera  Company  in  1919. 


LORELEY 

(Lor' -el-lee) 

Komantic  Opera  in  Three  Acts.  Music  by  Alfredo 
Catalan!.  Book  by  A.  Zanardi  and  Carlo  D'Orm- 
ville.  First  produced  in  Chicago  and  New  York, 
February,   1919. 

Scene;  The  Rhine. 
Time:  The  Middle  Ages. 

CAST 

The  Loreley,  the  Rhine  Maiden   (Soprano). 
Anna  of  Rehberg,  niece  of  the  Margrave 

(Mezzo-Soprano) . 
Walter,  governor  of  Oherwesel    (Tenor). 
Herman,  his  friend    (Baritone). 
The  Margrave   (Basso). 

Water  Nymphs,  Sprites  of  the  Air, 
Villagers,  etc. 

ARGUMENT 

The  traditional  story  of  the  Loreley  is  here  inter- 
woven into  a  romantic  opera. 

Act  I 

The  Banks  of  the  Rhine.     While  wandering   along 
the  banks  of  the  Rhine,  Walter,  the  governor  of  Ober- 
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wesel,  meets  the  Rhine-maiden,  or  Loreley.  Smitten 
with  her  charms,  he  loves  her  to  her  undoing,  and 
his  own  as  well,  as  he  forgets  that  he  is  already  be- 
trothed to  Anna  of  Rehberg,  niece  of  the  Margrave. 
He  later  confides  his  dark  secret  to  his  friend,  Her- 
man, who,  although  himself  in  love  with  Anna,  urges 
him  to  remain  faithful  to  her.  Loreley,  however, 
learns  of  his  perfidy  and  seeks  revenge.  She  learns 
from  the  water-nymphs  and  sprites  that  Alberich  the 
dwarf  can  assist  her,  and  will  do  so  if  she  will  swear 
fidelity  to  him.  She  does  so  and  rises  transformed 
with  new  power  and  loveliness. 

Act  II 

In  Front  of  the  Margrave* s  Castle.  Walter  has 
decided  to  keep  Anna  in  ignorance  of  his  amour, 
and  is  now  on  his  way  with  her  to  church  to  be 
married.  They  are  confronted  by  the  radiant  Loreley 
who  sings  and  again  bewitches  Walter.  He  casts  his 
bride-to-be  from  him  and  rushes  madly  after  the 
Rhine-maiden,  but  she  eludes  him  by  plunging  into 
the  river.  Walter  stands  lamenting  on  the  bank. 
Anna  falls  lifeless.  The  Loreley  reappears  on  a  rock 
in  midstream. 

Act  III 

The  Village.  Walter  meets  a  procession  of  mourn- 
ers, and  is  told  that  it  is  in  honor  of  Anna  who  has 
not  survived  his  falseness.  He  rushes  remorsefully 
to  the  river  and  is  again  greeted  by  the  siren  song. 
She  relents  and  is  about  to  embrace  him,  when  voices 
from  the  deep  bid  her  desist.  She  belongs  to  the 
river  god.  As  she  sings  her  song  of  enchantment  and 
farewell,  Walter  throws  himself  into  the  torrent  and 
perishes. 


GUSTAVE    CHARPENTIER 

Charpentier  is  a  contemporary  French  composer 
who  is  chiefly  known  for  his  single  opera,  *' Louise." 
He  was  born  in  Dieuze,  Lorraine,  June  25,  1860, 
and  received  his  training  in  the  French  schools.  He 
describes  "Louise"  as  a  musical  romance,  saying: 
"Because  in  a  romance  there  are  two  entirely  distinct 
sides,  the  drama  and  the  description,  in  my  'Louise' 
I  want  to  treat  these  different  sides." 

LOUISE 

Dramatic  Opera  in  Four  Acts.  Music  by  Gustave 
Charpentier.  Book  by  the  Composer.  First  pro- 
duced at  Paris,  in  1900. 

Scene:  Paris. 
Time:  The  Present. 

CAST 

Louise,  a  sewing  girl   (Soprano). 

Her  Father   (Baritone). 

Her  Mother  (Contralto). 

JuLiEN,  an  ar^w^   (Tenor). 

Irma,  a  sewing  girl  (Contralto). 

The  King  of  Fools,  a  Bohemian   (Baritone). 

Errand  Girl    (Mezzo-Soprano). 

Forewoman  (Contralto). 

Sewing  Girls,  Bohemians,  Peddlers,  Rag- 
pickers,  Grisettes,   Gamins,   etc. 

ARGUMENT 

"Louise"  may  be  regarded  as  a  bit  of  canvas  be- 
longing to  the  varied  panorama  of  Paris.  It  depicts 
home  life  among  the  lower  working  classes  as  they 
come  in  daily  contact  with  the  underworld  of  the 
great  city.     Louise  herself  personifies  the  struggle  be- 
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tween  love  and  duty;  between  the  instincts  of  virtue 
and  the  desire  to  be  free. 

Act  I 

Garret  of  a  Paris  Tenement.  Louise,  a  sewing  girl, 
has  fallen  in  love  with  Julien,  a  young  artist  whose 
studio  balcony  adjoins  her  window.  Julien  sings 
charming  serenades,  but  is  an  improvident  bohemian, 
like  the  rest  of  his  class.  He  nevertheless  wishes  to 
marry  Louise  and  has  written  to  her  father  asking 
for  her  hand,  but  her  mother,  a  hard-working,  practi- 
cal woman,  is  violently  opposed  to  the  match.  She 
overhears  the  lovers  making  plans  from  their  adjacent 
windows  and  parts  them  without  ceremony.  Louise's 
father  returns  home  wearied  from  his  day's  work,  but 
after  supper  and  a  pipe  he  feels  in  good  humor  with  the 
world.  He  reads  Julien 's  letter  and  the  girl  pleads  her 
lover's  cause,  while  her  mother  as  strongly  berates  it. 
They  quarrel,  but  the  father  endeavors  to  act  as  peace- 
maker, although  he  points  out  to  his  daughter  the  im- 
providence of  Julien.  Louise  is  downcast  but  promises 
to  try  to  forget  him. 

Act  II 

Scene  1.  The  Road  to  Montmartre.  It  is  early  morn- 
ing and  Paris  is  waking  up.  The  last  of  the  prowlers 
— beggars,  thieves,  bohemians  and  street-walkers — are 
stiU  to  be  seen.  Rag-pickers  and  newsboys  are  busy. 
Servants  open  windows  and  shake  rugs.  Presently 
Julien  and  some  of  his  bohemian  friends  appear.  He 
is  planning  to  elope  with  Louise,  since  he  cannot  obtain 
her  father's  consent.  Meanwhile  she  comes  by  on  her 
way  to  the  shop,  escorted  by  her  mother.  Julien  con- 
ceals himself  until  the  latter  has  gone  away,  then  en- 
deavors to  persuade  the  girl  to  come  with  him.  She 
refuses  and  continues  on  her  way  to  work. 

Scene  2.  A  Dressmaker's  Work-Shop.  Louise  and 
many  of  her  companions  are  seen  busily  at  work  sewing 
and  fitting  garments  over  lay  figures.  They  ply  their 
needles  and  machines  and  sing  carelessly.  One  or  two 
tell  Louise  that  she  does  not  look  well.     Presently  a 
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serenader's  voice  is  heard;  it  is  Julien,  who  will  not  go 
away.  At  first  the  girls  applaud,  and  then  his  contin- 
ued singing  grows  monotonous.  Finally  Louise  com- 
plains of  being  ill  and  leaves  the  room,  but  the  others 
laugh  maliciously  as  they  notice  that  she  is  going  up 
the  street  with  Julien. 

Act  III 

A  Cottage  on  the  Montmartre.  Julien  and  Louise 
have  set  up  an  establishment  for  themselves  without 
consent  of  either  parents  or  the  church.  But  they  jus- 
tify their  conduct  on  the  score  of  love.  They  are  chil- 
dren of  the  great  city  and  have  a  right  to  be  free.  After 
they  have  retired  within  the  cottage  a  group  of  laughing 
bohemians  pause  before  the  doorway.  One  of  them  hangs 
lanterns  from  its  door  and  windows.  The  crowd  gathers 
and  the  lovers  are  summoned  forth.  Then  the  King  of 
Fools  makes  an  address  and  crowns  Louise  as  the  Muse 
of  Montmartre.  In  the  midst  of  this  revelry  a  woman 
pushes  her  way  through  the  throng,  which  scatters  to 
right  and  left.  It  is  Louise 's  mother  come  to  plead  with 
her  daughter.  She  no  longer  quarrels,  but  she  says 
that  the  father  is  ill  and  only  Louise  *s  presence  can 
help  him.  Afterwa.rds  she  will  be  allowed  to  return 
to  Julien.  The  lovers  separate  upon  these  terms,  and 
the  girl  goes  with  her  mother. 

Act  IV 

The  Garret  Room,  Louise  finds,  after  she  returns 
home,  that  she  is  being  held  a  prisoner.  She  must  sew 
at  home.  Her  father  still  treats  her  affectionately,  but 
insists  upon  her  remaining  with  them.  She  says  she  is 
a  grown  woman  and  has  the  right  to  be  free.  He  points 
out  that  the  freedom  she  claims  is  the  first  step  to  ruin. 
She  is  at  first  sullen,  then  defiant  to  both  father  and 
mother,  and  finally  seizes  her  shawl  and  bursts  past 
them  to  the  door.  Her  mother  rushes  to  the  window 
to  call  her,  while  her  father  pursues  her  as  far  as  the 
staircase.  But  she  is  gone  out  of  their  lives.  The  old 
workman  shakes  his  fist  at  the  city  which  has  claimed 
another  victim.  **0h,  Paris!*'  he  cries  out,  heart- 
broken. 


FREDERICK  SHEPHERD  CONVERSE 

An  American  composer,  bom  in  Newton,  Mass.,  Janu- 
ary 5,  1871.  He  graduated  at  Harvard,  and  then  went 
abroad  to  study  music,  at  Munich.  He  has  composed 
various  pieces  for  the  piano,  songs,  oratorios,  cantatas, 
and  two  operas.  His  **The  Pipe  of  Desire"  has  the 
distinction  of  being  the  first  opera  by  an  American  to 
receive  its  first  production  in  America. 


THE  PIPE  OF  DESIRE 

Dramatic  Opera  in  One  Act.  Music  by  Frederick  S. 
Converse.  Book  by  George  Edwards  Barton.  First 
produced  in  the  Metropolitan  Opera  House,  New 
York,  in  1910. 

Scene:  A  Woodland. 
Time:  Spring 

CAST 

lOLAN,  a  peasant  (Tenor). 
Naoia,  his  sweetheart  (Soprano). 
The  Old  One  (Basso). 

Elves,  Nymphs,  etc. 

ARGUMENT 

The  scene  of  this  fairy  opera  is  laid  in  a  sylvan  glade ; 
the  time  is  the  spring  of  the  year.  Elves  flit  hither  and 
yon,  at  their  various  tasks.  They  are  awakening  Nature 
from  her  winter's  sleep.  lolan,  a  peasant,  comes  in 
singing.  He  is  to  wed  his  sweetheart,  Naoia,  on  the  mor- 
row, and  his  heart  is  glad.  He  beholds  the  elves  at 
work,  and  the  latter  are  reproached  by  the  Old  One, 
who  carries  the  magic  Pipe  of  Desire.  He  plays  upon 
the  Pipe,  and  it  is  snatched  from  his  hands  by  lolan, 
who  would  test  its  power.     The  Old  One  warns  him 
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that  it  has  fatal  powers.  The  peasant  nevertheless  per- 
sists, and  at  last  hears  entrancing  music  and  beholds  a 
vision  of  himself  in  later  years  rich,  with  Naoia  by  his 
side.  He  calls  her  to  him,  but  when  she  comes  she  is 
in  rags  and  wounded.  The  playing  of  the  Pipe  has 
brought  misfortune  to  her.  She  soon  dies  in  her  lover's 
arms,  and  his  spirit  follows  her. 

THE  SACRIFICE 

Dramatic  Opera  in  Three  Acts.  Music  by  Frederick  S. 
Converse.  Book  by  the  Composer.  First  produced 
at  the  Boston  Opera  House,  March  3,  1911. 

Scene:  Southern  California. 

Time:  1846. 

CAST 

Chonita,  a  Mexican  senorita  (Soprano). 
Senora  Anaya,  her  amit  ( Mezzo-Soprano). 
Captain  Burton,  an  American  officer  (Baritone). 
Bernal,  a  Mexican  officer  (Tenor). 
ToMASA,  servant  to  Chonita  (Contralto). 
Pablo,  her  son  (Baritone). 
Padre  Gabriel,  a  priest  (Basso). 
Tom  Flynn,  an  American  corporal  (Basso). 
Little  Jack,  a  soldier  (Baritone). 
Marianna,  an  Indian  girl  (Soprano). 
Magdalena,  an  Indian  girl  (Soprano). 
American  and  Mexican  soldiers,  and  Spanish, 
Indians,  and  Gypsies. 

ARGUMENT 

**The  Sacrifice''  is  a  colorful  opera  dealing  with  the 
transitional  period  in  Southern  California  when  the  old 
Spanish  civilization,  fostered  by  the  Mexicans,  gave  way 
before  the  aggressive  American  arms. 

Act  I 

Garden  of  Senora  Anaya^s  house.  Chonita,  a  beauti- 
ful Mexican  senorita,  has  left  her  own  home  to  visit  her 
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aunt  in  Southern  California — chiefly  in  order  to  be  near 
her  lover,  Bernal,  a  Mexican  officer.  Meanwhile  the  old 
order  of  things  is  passing  in  this  section  and  American 
soldiers  are  in  control.  Bernal  is  forced  to  visit  his 
sweetheart  clandestinely.  Chonita  is  also  beloved  by 
Captain  Burton,  an  American  officer,  who  calls  upon  her 
and  urges  his  suit,  while  the  Mexican  hides  in  a  grove 
nearby.  Chonita  dallies  with  him  in  order  to  be  assured 
of  his  protection  during  the  troublous  times;  but  this 
explanation  made  later  to  Bernal  only  renders  him  the 
more  jealous  and  furious. 

Act  II 

Interior  of  a  Church.  The  American  soldiers  have 
converted  a  Mission  church  into  a  barracks,  demolishing 
shrines  and  altars.  The  curtain  rises  upon  a  typical 
camping  scene  in  which  the  soldiers  tell  of  their  last 
fight.  Dancing  and  singing  girls  enter  and  the  soldiers 
follow  them  to  the  garden.  Chonita  and  her  servant 
Tomasa  now  enter  to  learn  particulars  of  the  recent 
fight.  Burton  tells  Chonita  that  Bernal  has  been  killed, 
and  learns  that  the  Mexican  was  her  lover.  But  Bernal 
was  only  wounded  and  presently  creeps  into  the  church. 
Chonita  hides  him  in  a  confessional.  The  soldiers  sus- 
pect the  presence  of  a  spy,  but  Bernal  betrays  himself 
by  springing  upon  the  Captain  when  the  latter  returns 
to  renew  his  court  with  Chonita.  The  girl  interposes 
between  the  rivals  and  is  accidentally  wounded  by  Bur- 
ton.   The  Mexican  is  captured  by  the  soldiers. 

Act  III 

The  Bedchamber  of  Chonita.  Tho  Mexican  girl  is 
conveyed  to  her  room  where  she  lies  in  a  delirious  con- 
dition. She  believes  that  Bernal  is  being  shot  as  a  spy. 
A  priest  has  been  sent  for  and  presently  appears,  fol- 
lowed secretly  by  a  band  of  Mexicans.  The  priest  sends 
a  request  to  the  American  officer  to  allow  Bernal  to  visit 
the  sick  girl.  Burton  brings  the  prisoner  in  person,  and 
the  two  Mexican  lovers  forget  all  the  others  in  their  joy 
of  meeting  again.     Burton  realizes  that  he  stands  be- 
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tween  the  two  and  happiness,  and  is  unselfish  enough 
to  wish  for  the  girl's  welfare  at  any  cost.  The  way  is 
suddenly  cleared  when  the  band  of  Mexicans,  hidden 
without,  charge  upon  the  house.  Burton  makes  no  re- 
sistance but  offers  himself  to  the  nearest  Mexican 
weapon  and  is  slain.  Chonita  understands  the  great- 
ness of  the  sacrifice  and,  supported  by  her  lover,  totters 
over  to  kneel  beside  the  body  and  offer  a  prayer  for  the 
noble  American's  soul. 


CLAUDE    DEBUSSY. 
Composer  of  the  Opera  "  Pelleas  and  M^lisande." 


CLAUDE  DEBUSSY 

A  French  composer,  born  in  Paris,  in  1862.  He  be- 
longs to  the  ** moderns"  in  musical  interpretation,  and 
found  a  vehicle  especially  adapted  to  his  peculiar  style 
in  Maeterlinck's  mystic  romance  of  ''Pelleas  and  Meli- 
sande. ' '  Debussy  also  wrote  a  one-act  interlude,  * '  L  'En- 
fant Prodigue"  (The  Prodigal  Son),  which  was  pre- 
sented in  London  in  1910. 


PELLEAS  AND  MELISANDE 

{Pel-lay-as  and  May-lis-sand) 

Lyric  Drama  in  Five  Acts.  Music  by  Claude  Debussy. 
Book  by  Maurice  Maeterlinck.  First  produced  at  the 
Opera  Comique,  Paris,  April  30,  1902. 

Scene:  AUemonde. 
Time:  Antiquity. 

CAST 

Arkel,  King  of  AUemonde  (Basso). 
Genevieve,  his  daughter-in-law  (Soprano). 
GoLAUD,  her  elder  son  (Baritone). 
Pelleas,  her  younger  son  (Tenor). 
Melisande,  wife  of  Golaud  (Soprano). 
Yniold.  son  of  Golaud  (Soprano). 
A  Physician  (Baritone). 

Servants,  Blind  Beggars,  etc. 

ARGUMENT 

** Pelleas  and  Melisande''  is  a  mystic  drama  of  pas- 
sion and  fate,  both  text  and  music  being  freighted  with 
inner  meaning. 

49 


60  CLAUDE   DEBUSSY 

Act  I 

Scene  1.  A  Fountain  in  the  Forest.  Golaud,  a  grand- 
son of  aged  King  Arkel,  while  out  hunting  discovers  a 
maiden  wandering  lost  and  weeping  in  the  forest.  She 
will  not  tell  anything  about  herself  or  whence  she  came, 
but  Golaud,  whose  wife  is  dead,  persuades  her  to  go 
with  him  to  the  King's  court. 

Scene  2.  Genevieve,  daughter  of  King  Arkel,  informs 
him  that  her  son  Golaud  has  taken  the  strange  maiden 
to  wife.  He  has  written  his  brother,  Pelleas,  to  this 
effect  and  asks  permission  to  bring  her  to  court.  If  it 
pleases  the  King  a  light  is  to  be  shown  from  the  tower 
window;  otherwise  he  will  go  away.  Pelleas  is  ordered 
to  display  the  light. 

Scene  3.  The  Castle  Gardens.  Genevieve  shows  Meli- 
sande  (for  that  is  the  name  given  by  the  strange  maid- 
en) the  gardens  of  the  castle,  but  the  girl  merely  shud- 
ders and  says  that  it  is  all  old  and  dark.  To  divert  her 
mind,  Pelleas  points  out  the  beacon  lights  along  the 
shore.  She  sees  a  ship  sailing  away  and  exclaims  that 
it  is  her  ship.  Pelleas,  depressed,  says  that  he  also  is 
going  away. 

Act  II 

Scene  1.  A  Tool  in  the  Park.  Pelleas  cannot  tear 
himself  away  from  this  strange  girl.  He  walks  with 
her  one  day  in  the  park  and  she  seats  herself  by  the 
edge  of  a  deep  pool.  She  takes  off  her  wedding  ring, 
which  she  plays  with  carelessly.  It  falls  into  the  depths 
of  the  water,  and  Pelleas  says  that  it  cannot  be  recov- 
ered.   The  clock  sounds  the  hour  of  twelve. 

Scene  2.  Golaud's  Chamber.  By  a  curious  coinci- 
dence, Golaud  has  met  with  an  accident  at  the  precise 
moment  when  the  wedding  ring  fell  into  the  pool.  His 
horse  stumbled  and  fell  upon  him.  Melisande  nurses 
him  back  to  health.  He  notices  that  the  ring  is  missing 
from  her  finger,  and  asks  her  where  it  is.  She  answers 
that  she  lost  it  in  a  cavern  by  the  sea  while  gathering 
shells  for  little  Yniold  (his  son).  He  commands  her  to 
go  at  once,  even  though  it  is  nightfall,  and  search  for  it. 
Pelleas  can  go  with  her. 


MISS    MARY   GARDEN. 
Creator  of  the  role  of  "  Melisande"  in  both  France  and  America. 
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Scene  3.  The  Cavern.  Pelleas  and  Melisande  visit 
the  cavern  so  that  the  girl  will  be  able  to  describe  it  to 
Golaud.  They  meet  three  blind  men  wandering  there, 
and  Melisande  is  frightened.    It  portends  ill  fortune. 

Act  III 

Scene  1.  Outside  of  Melisande^s  Balcony.  Melisande 
combs  her  long  tresses  while  leaning  out  of  the  window 
and  the  hair  falls  in  a  shimmering  mass  nearly  to  the 
ground.  Pelleas  stands  without  and  fondles  it,  saying 
that  it  is  the  most  beautiful  hair  in  the  world.  He  again 
says  that  he  must  go  away.  Golaud  enters  her  room 
and  finds  the  two  in  conversation.  He  goes  to  the  win- 
dow and  tells  them  that  they  are  a  pair  of  children. 

Scene  2.  The  Castle  Vaults.  By  way  of  covert  warn- 
ing, Golaud  takes  his  brother  Pelleas  to  the  vaults  of 
the  castle,  showing  him  the  deep  silent  pits  from  which 
no  victim  could  escape. 

Scene  3.  The  Gardens.  They  return  to  the  gardens 
and  Golaud  bluntly  cautions  Pelleas  to  be  less  attentive 
to  Melisande. 

Scene  4.  Oiitside  the  Windoiv  of  Melisande' s  Cham- 
her.  It  is  evening,  and  the  still  watchful  Golaud  ques- 
tions his  little  son,  Yniold,  as  to  the  relations  of  Pelleas 
and  Melisande.  The  child  replies  that  they  are  often 
together,  though  they  have  kissed  only  once.  Golaud 
lifts  the  boy  up  on  his  shoulders  so  that  he  can  peer  in 
at  the  lighted  window.  Yniold  says  that  Pelleas  is  there 
but  is  not  near  Melisande.  They  only  look  at  each  other 
with  tears  in  their  eyes.  Golaud  grasps  his  son  so 
tensely  that  the  child  exclaims  in  pain. 

Act  IV 

Scene  1.  A  Corridor.  Melisande  agrees  to  meet  Pel- 
leas for  a  farewell  interview  by  the  fountain.  She  is 
encountered  by  the  aged  King^  who  speaks  kindly  to 
her.  But  after  he  is  gone,  her  husband  enters,  greeting 
her  rudely  and  violently. 

Scene  2.  The  Fountain.  Pelleas  and  Melisande  meet 
by  the  fountain  and  Pelleas  pours  forth  a  torrent  of 
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love.  Melisande  listens  half  hysterical.  Something 
moves  in  the  shadows  behind  them.  She  is  sure  that  it 
is  her  husband,  but  she  clings  to  her  lover  in  despair. 
Golaud  rushes  forward  and  transfixes  Pelleas  with  his 
sword,  and  then  turns  to  pursue  the  fleeing  Melisande, 

Act  V 

Melisande 's  Bedchamher.  Melisande  has  given  birth 
to  a  child,  but  her  life  hangs  upon  a  thread.  Golaud 
attends  upon  her,  remorseful  for  what  he  has  done.  She 
does  not  seem  to  remember.  He  questions  her  about 
Pelleas,  but  she  returns  evasive  replies.  She  has  loved 
him,  but  she  is  innocent  of  wrong-doing.  Arkel  and  the 
physician  bid  him  cease  troubling  her.  She  is  shown 
her  child,  but  is  too  weak  to  hold  it.  The  servants  enter 
silently.  Golaud  bids  them  begone,  but  they  only  fall 
upon  their  knees  in  prayer.  The  physician  looks  at  his 
patient  and  says  that  they  are  right.    Melisande  is  dead. 


REGINALD  DE   KOVEN 

An  American  composer,  chiefly  of  light  opera,  who 
was  born  April  3,  1861,  and  died  January  16,  1920.  His 
best  known  light  opera  is  "Robin  Hood,"  which  was 
first  produced  by  the  Bostonians  with  great  success,  and 
still  remains  a  standard  of  this  type.  De  Koven  also 
wrote  many  successful  songs.  *'The  Canterbury  Pil- 
grims," which  represents  his  first  successful  excursion 
into  the  realms  of  grand  opera,  was  produced  in  New 
York  in  1917.  ''Rip  Van  Winkle"  followed,  three 
years  later,  and  the  month  of  his  death. 


TEE   CANTERBURY   PILGRIMS 

Dramatic  Opera  in  Four  Acts.  Music  by  Reginald  De 
Koven.  Book  by  Percy  Mackaye,  after  Chaucer. 
First  produced  at  the  Metropolitan  Opera  House,  New 
York,  March  8,  1917. 

Scene:  England. 
Time  :  April,  1387. 

CAST 

Chaucer  (Tenor). 

The  Wife  op  Bath  (Mezzo-Soprano). 

The  Prioress  (Soprano). 

The  Squire  (Baritone). 

King  Richard  II  (Basso). 

Johanna  (Soprano). 

The  Friar  (Baritone). 

Joannes  (Baritone). 

Man  op  Law  (Tenor). 

The  Miller  (Basso). 

The  Host  (Baritone), 

The  Herald  (Tenor). 

Two  Girls  (Sopranos). 
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The  Pardoner  (Basso). 
The  Summoner  (Baritone). 
The  Shipman  (Baritone). 
The  Cook  (Basso). 

Villagers,  Retainer^  etc 

ARGUMENT 

**The  Canterbury  Tales '*  of  Geoffrey  Chaucer  is  the 
foundation  of  this  opera.  To  quote  Mr.  Mackaye,  the 
librettist : 

**In  writing  *The  Canterbury  Pilgrims'  one  of  my 
chief  incentives  was  to  portray,  for  a  modern  audience, 
one  of  the  greatest  poets  of  all  times  in  relation  to  a 
group  of  his  own  characters.  As  a  romancer  of  prolific 
imagination  and  dramatic  insight,  Chaucer  stands  shoul- 
der to  shoulder  with  Shakespeare.  For  English  speech 
he  achieved  what  Dante  did  for  Italian,  raising  a  local 
dialect  to  a  world  language. 

**In  the  spring  of  1914,  at  the  suggestion  of  Mr.  De 
Koven,  I  remodeled  my  play,  *The  Canterbury  Pil- 
grims,' in  the  form  of  opera,  condensing  its  plot  and 
characters  to  the  more  simple  essentials  appropriate  to 
operatic  production.  Thus  focussed,  the  story  depicts 
Chaucer — the  humorous,  democratic,  lovable  poet  of 
Richard  Second's  court — placed  between  two  contrasted 
feminine  characters,  the  Prioress,  a  shy,  religious- 
minded  gentlewoman,  who  has  retired  from  the  world, 
but  has  as  yet  taken  no  vows;  and  the  Wife  of  Bath,  a 
merry,  sensual,  quick-witted  hoyden  of  the  lower  middle 
class,  hunting  for  a  sixth  husband.  These  three,  with 
many  other  tj^es  of  old  England,  are  pilgrims,  en  route 
from  London  to  the  shrine  of  Thomas  a  Becket,  at 
Canterbury. 

* 'Becoming  jealous  of  the  Prioress,  the  Wife  of  Bath 
makes  a  bet  with  Chaucer  concerning  the  gentlewoman 's 
behavior — a  bet  which  she  wins  by  a  trick  in  the  third 
act,  only  to  lose  it  in  the  fourth. ' ' 

The  plot  hinges  upon  the  machinations  of  the  Wife 
of  Bath,  who  decides  that  Chaucer  will  serve  admirably 
for  husband  number  six.     He,  however,   entertaiucj  a 
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respectful  devotion  for  the  Prioress,  who  is  a  gentle- 
woman of  the  time  without  Church  vows. 

Failing  to  win  Chaucer's  regard  by  fair  means,  the 
Wife  of  Bath  has  recourse  to  strategy.  She  wagers  with 
the  poet  that  she  will  get  from  the  Prioress  a  bracelet 
which  the  latter  wears  upon  her  wrist.  Should  the 
Wife  win,  Chaucer  must  marry  her.  By  underhanded 
methods,  Alisoun  wins  her  wager,  and  Chaucer  is  in 
much  distress  of  mind  at  the  prospect  of  marrying  her. 
Finally  he  appeals  to  his  king  to  settle  the  contention. 
Kichard  decrees  that  if  the  Wife  of  Bath  marries  again 
she  must  choose  a  Miller — a  decision  that  is  greeted  joy- 
fully by  a  certain  white-hatted  swain  who  has  long  cast 
eyes  upon  the  buxom  Wife.  The  poet  and  the  Prioress 
are  then  reconciled. 


RIP   VAN   WINKLE 

A  '*folk"  opera  in  Three  Acts.  Music  by  Reginald  De 
Koven.  Book  by  Percy  Mackaye.  Produced  for  the 
first  time  by  the  Chicago  Opera  Company  in  Chicago, 
January  2,  1920.  First  performance  in  New  York  by 
the  same  organization  at  the  Lexington  Theatre,  Jan- 
uary 30,  1920. 

Scene:  The  Catskills. 
Time:  Eighteenth  Century. 

CAST 

Rip  Van  Winkle  (Tenor). 
Hendrick  Hudson  (Basso). 
DiRCK  Spuytenduyvil  (Baritoney. 
Nicholas  Veddeb  (Baritone). 
Katrina  Vedder  (Mezzo-Soprano)'. 
Peterkee  Vedder  (Soprano). 
Derrick  Van  Bummel  (Tenor). 
Jan  Van  Bummel  (Baritone). 
Hans  Van  Bummel  (Baritone). 
Goose  Girl  (Soprano). 

Villagers,  Children,  Dutch  Crew,  etc. 


56  REGINALD   DE   KOVEN 


ARGUMENT 

This  American  opera  has  an  American  setting,  and  is 
thus  native  in  every  particular.  It  is  based  upon  the 
well-known  story  by  Washington  Irving,  but  with  many 
changes. 

Act  I 

A  Village  Green.  Rip  Van  Winkle,  a  happy-go-lucky 
idler,  who  is  yet  beloved  by  all  the  children  of  the  vil- 
lage, is  to  marry  Katrina,  daughter  of  Nicholas  Vedder. 
Katrina  is  a  good  manager,  but  somewhat  shrewish  in 
disposition.  Her  younger  sister,  Peterkee,  is  as  irre- 
sponsible as  Rip,  and  is  a  partner  with  the  latter  on  a 
truant  fishing  expedition.  Rip  has,  in  fact,  totally  for- 
gotten about  his  wedding  for  the  nonce.  Katrina  hauls 
him  over  the  coals,  while  her  father  settles  with  Peterkee. 

A  goose-girl  greets  the  crestfallen  Rip,  and  he  soon 
forgets  his  woes  in  a  dance  with  the  children.  He  tells 
them  the  story  of  Hudson  and  his  crew  of  the  ''Half 
Moon,"  who  visit  the  Catskills  every  twenty  years  for 
a  game  of  bowling.  It  is  this  game  which  sounds  like 
thunder  in  the  mountains.  At  the  height  of  his  yarn 
the  children  are  terrified  by  a  thunder  clap,  and  Hudson 
himself  appears.  The  children  flee,  but  Rip  and  Peter- 
kee remain  and  are  invited  by  Hudson  to  visit  his  party 
in  the  mountains.  He  promises  Rip  a  magic  flask.  Ka- 
trina enters  as  the  ghostly  captain  vanishes.  She  jibes 
at  Rip 's  story  and  tells  him  that  if  he  is  not  back  by  the 
next  night  she  will  wed  Jan,  the  schoolmaster's  son. 
Rip  and  Peterkee  set  forth  for  the  hills. 

Act  II 

Scene  1.  After  the  storm  Rip  and  Peterkee  leave  his 
hut  and  continue  their  way. 

Scene  2.  They  encounter  Dirck  Spuytenduyvil,  mate 
of  the  Half  Moon,  carrying  two  kegs  of  liquor,  which 
Rip  helps  him  to  carry  to  the  top  of  the  mountain. 

Scene  3.  The  mountain  top  hy  moonlight.  Hendrick 
Hudson  and  his  ghostly  crew  welcome  Rip  and  Peterkee 
to  their  party  of  ninepins.    Hendrick  and  Dirck  plot  to 


RIP   VAN  WINKLE  57 

bring  about  the  future  wedding  of  Rip  to  Peterkee  in- 
stead of  to  Katrina,  by  detaining  Rip  on  the  top  of  the 
mountain  until  their  return  twenty  years  later.  To 
carry  out  this  design,  Peterkee  is  allowed  to  win  the 
magic  flask  in  a  bowling  match  with  Dirck,  who  then 
conducts  her  down  the  mountain  in  safety.  Rip,  en- 
thused in  his  game  as  always,  is  given  a  sleeping  potion, 
the  ninth  draught  of  which  overwhelms  him  with  slum- 
ber just  as  the  Half  Moon  comes  sailing  across  space. 

Act  III 

Scene  1.  Twenty  years  later.  At  sunrise  on  the 
mountain  peak.  Rip  is  awakened  by  sprites,  who  take 
flight  as  he  rouses  into  consciousness.  Rising  painfully, 
he  is  bewildered  to  find  himself  old,  white-bearded  and 
in  tatters.  Calling  for  Peterkee,  he  hobbles  down 
through  the  mists  which  half  conceal  the  ruined  chim- 
ney and  walls  of  his  hut. 

Scene  2.  Meanwhile,  Peterkee,  who  is  now  a  young 
woman,  comes  searching  for  the  magic  flask.  Finding  it 
in  the  chimney  niche,  where  she  left  it,  she  prays  that 
Rip,  so  long  lost,  may  yet  return.  Rip  appears  before 
her  but  she  does  not  recognize  the  tattered  stranger. 
They  are  on  the  point  of  recognition  when  her  father 
enters,  chiding  Peterkee  for  running  away  from  her  ap- 
proaching wedding. 

Scene  3.  On  the  village  green  a  wedding  party  awaits 
Peterkee,  who,  despite  her  protests,  is  about  to  be  mar- 
ried to  Hans,  a  younger  son  of  the  schoolmaster,  Van 
Bummel.  At  this  moment  Rip  enters,  tattered  and  torn. 
He  has  come  to  claim  Katrina,  still  not  realizing  that 
twenty  years  have  elapsed.  She  meanwhile  has  married 
Jan,  and  is  the  mother  of  a  numerous  family.  Amid  the 
general  jeers,  Peterkee  is  the  only  one  who  befriends 
him.  She  bestows  on  him  the  magic  flask.  Rip  drinks 
and  is  restored  in  a  twinkling  to  his  lost  youth.  Hudson 
and  his  crew  appear,  and  the  hand  of  Peterkee  is  be- 
stowed upon  Rip. 


LEO  DELIBES 

A  French  composer,  born  February  21,  1836,  at  St. 
Germain  du  Val  (Sarthe),  and  died  January  16,  1891, 
at  Paris.  His  chief  works  are :  * '  Coppelia, ' '  a  ballet  in 
three  acts  founded  upon  Hoffmann 's  story  of  *  *  The  Sand- 
man"; ''The  King  Has  Said  It,"  a  comic  opera  in  three 
acts,  and  *'Lakme,"  a  romantic  opera.  Delibes  is  at  his 
best  in  ballets  and  light  operas,  his  music  being  of  singu- 
larly graceful,  intriguing  character. 


LAKME 

(Lack'-meh) 

Romantic  Opera  in  ^hree  Acts.  Music  by  Leo  Delibes. 
Book  by  Gondinet  and  Gille.  First  produced  in  Paris, 
at  the  Opera  Comique,  in  1883. 

Scene:  India. 
Time:  Circa  1880. 

CAST 

NiLAKANTHA,  au  Indian  priest  (Basso). 
Lakme,  his  daughter  (Soprano). 
Mallika,  her  slave  (Contralto). 
Gerald,  a  British  officer  (Tenor). 
Frederick,  a  British  officer  (Baritone). 
Mrs.  Benson  (Contralto). 
Rose  (Mezzo-Soprano). 
Ellen  (Soprano). 
British  Officers,  Englishwomen,  Natives,  etc. 

ARGUMENT 

** Lakme"  is  based  upon  ''The  Marriage  of  Loti,"  and 
is  Oriental  in  character. 
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Act  I 


The  Private  Gardens  of  Nilakantha,  The  aged  Hin- 
doo priest,  Nilakantha,  has  a  hearty  dislike  for  all  for- 
eigners, the  English  in  particular.  Nevertheless,  a  party 
of  English  intrude  upon  this  privacy  while  out  for  a 
stroll.  They  discover  some  jewels  left  by  Lakme,  the 
priest's  daughter,  and  Gerald  is  so  pleased  with  them 
that  he  remains  after  the  others  have  gone,  to  sketch 
them  for  his  fiancee,  Ellen.  Lakme  surprises  him,  and 
at  once  feels  an  attachment  for  him,  but  warns  him  that 
he  must  retire  or  risk  her  father's  wrath. 

Act  II 

Street  Scene.  Nilatantha  has  suspected  the  presence 
of  an  interloper  in  his  garden  and  now  sets  out  to  find 
him.  He  and  Lakme,  disguised  as  Penitents,  appear  at 
a  sacred  festival.  Lakme  sings,  and  Gerald  recognizes 
her.  Her  father  in  turn  locates  Gerald  as  the  disturber 
of  his  peace,  and  stabs  the  officer  in  the  back.  Lakme, 
who  witnesses  the  deed,  hurries  to  her  lover's  aid,  and 
with  the  assistance  of  her  slave  conveys  him  to  safety. 

Act  III 

A  Forest  Hut.  Gerald  is  being  nursed  back  to  health 
by  the  faithful  Lakme.  They  plight  their  troth,  and 
she  goes  to  procure  a  sacred  draught  which  will  make 
their  love  eternal.  While  she  is  absent,  Frederick,  a 
brother  officer,  appears  and  chides  Gerald  for  his  inac- 
tion. The  army  is  on  the  march  and  his  duty  is  with 
the  colors.  The  fifes  and  drums  are  heard  in  the  dis- 
tance, as  Lakme  returns  with  the  magic  potion.  Gerald 
refuses  to  drink  it,  and  prepares  to  depart.  Lakme, 
heartbroken,  takes  a  deadly  poison  and  falls  dying  into 
her  lover 's  arms,  just  as  her  angry  father  and  his  fanati- 
cal followers  appear  on  the  scene.  But  with  her  dying 
breath  she  pleads  forgiveness  for  her  lover;  which  is 
granted,  and  Gerald  proceeds  on  his  way. 


GAETANO  DONIZETTI 

An  Italian  composer,  born  in  Bergamo,  Italy,  Novem- 
ber 29,  1797.  His  father  was  a  weaver,  and  desired  that 
his  son  should  study  law.  But  neither  the  loom  nor  the 
bar  attracted  the  young  man,  who  early  showed  musical 
ability.  He  was  at  last  allowed  to  enter  the  conserva- 
tory in  his  native  town.  His  father,  however,  had  no 
intention  of  continuing  his  tuition  further  than  to  fit 
him  for  teaching  music ;  so  Gaetano  enlisted  in  the  army. 
"While  in  the  service  he  composed  his  first  opera,  *' En- 
rico di  Borgogna,"  which  was  produced  in  Venice,  1818, 
but  is  now  forgotten.  Donizetti  first  came  prominently 
into  notice  in  1830,  when  his  opera,  **Anna  Bolena," 
was  produced  in  Kome.  One  opera  followed  another 
during  his  busy  life,  his  total  being  about  seventy.  Of 
these  only  some  half-dozen  are  in  the  modern  repertory, 
**  Lucia  di  Lammermoor"  being  by  far  the  most  popu- 
lar. Donizetti  suffered  a  paralytic  stroke  in  1845,  and 
died  in  his  native  town,  April  8,  1848. 

U  ELI  SIR  D' AM  ORE 

( Lel-ee'  zur  dah-more ) 

(The  Love  Potion.)  An  Opera  Buffa  in  Two  Acts. 
Music  by  Gaetano  Donizetti.  Book  by  Romani.  First 
produced  at  Milan,  1832. 

Scene:  A  Village  in  Italy. 

Time:  Early  part  of  Nineteenth  Century. 

CAST 

Adina,  an  heiress  (Soprano). 
Nemorino,  a  peasant  (Tenor). 
Belcore,  a  sergeant  (Baritone). 
Dulcamara,  a  traveling  doctor  (Basso). 
GiANETTiNA,  a  peasant  gii^l  (Soprano). 
A  Notary  (Baritone). 

A  Moor,  Villagers,  etc. 
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ARGUMENT 

The  theme  of  this  graceful  little  opera  is  the  old  one 
that  true  love  never  did  run  smooth.  It  is  pleasing  in 
its  situations  and  bright  in  its  musical  effects. 

Act  I 

A  Village  Street.  Adina,  a  country  heiress,  is  beloved 
by  Nemorino,  a  young  peasant,  but  as  he  has  no  money, 
his  suit  does  not  prosper.  She  thinks  that  he  wants  only 
her  property  and  does  not  truly  love  her.  At  this  junc- 
ture. Sergeant  Belcore  arrives,  having  quartered  his 
troops  in  the  vicinity.  He  also  lays  siege  to  Adina 's 
hand,  and  makes  rapid  progress.  In  despair,  Nemorino 
applies  to  a  wandering  quack  doctor  for  a  bottle  of 
Elixir  of  Love.  The  best  the  quack  can  do  is  to  give 
him  a  bottle  of  wine,  which  so  stimulates  the  peasant 
that  he  treats  Adina  very  cavalierly  the  next  time  they 
meet.  In  a  huff  she  accepts  the  sergeant,  who  prevails 
upon  her  to  set  the  wedding-day  at  once,  as  he  must 
depart  with  his  troops. 

Act  II 

Scene  1.  Interior  of  Adina' s  Home,  The  wedding 
guests  are  assembling,  and  the  feast  is  spread.  While 
the  bride  and  groom-to-be  and  the  notary  retire  to  sign 
the  contract,  Nemorino  enters  in  despair.  He  finds  the 
quack  doctor  calmly  enjoying  the  viands,  and  beseeches 
him  to  give  him  another  bottle  of  the  Elixir,  still  more 
powerful.  He  has  no  more  money,  and  the  doctor  re- 
fuses. In  order  to  obtain  the  money,  Nemorino  enlists 
in  Belcore 's  company.  He  then  rushes  after  the  quack 
to  obtain  the  potion. 

Scene  2.  A  Village  Street.  The  girls  of  the  village 
learn  that  an  uncle  of  Nemorino 's  has  just  died,  leaving 
him  a  considerable  fortune.  He  himself  has  not  learned 
it,  being  under  the  influence  of  that  powerful  second 
bottle.  As  he  comes  up  the  street  they  crowd  around 
him  with  many  attentions.  He  attributes  his  sudden 
access  of  popularity  to  the  Elixir,  and  even  the  doctor 
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thinks  it  has  some  virtue.  The  quack  tells  Adina  of  the 
young  man's  devotion  and  offers  her  some  of  the  Elixir, 
but  she  refuses,  as  she  thinks  that  she  has  lost  him  for- 
ever. However,  the  lovers  come  to  an  understanding, 
and  Adina  repays  the  sergeant  the  advance  made  for 
Nemorino's  enlistment.  The  sergeant  is  forced  to  step 
aside,  and  the  entire  village  attributes  the  happy  result 
to  the  marvelous  Elixir  of  Love.  Thereupon  the  doctor 
does  a  land-office  business. 

LUCREZIA  BORGIA 

{Lu-cree'-tsia  Borzh'-ya) 

Tragic  Opera,  in  a  prologue  and  Two  Acts.  Music  by 
Gaetano  Donizetti;  words  by  Felice  Romani,  after 
Victor  Hugo.  Produced,  La  Scala,  Milan,  1834; 
Theatre  des  Italiens,  Paris,  1840;  London,  1839. 

Scene:  Venice  and  Ferrara. 
Time:  Early  Sixteenth  Century. 

CAST 

Alfonso  d'Este,  Duke  of  Ferrara  (Baritone^. 
LucREziA  Borgia  (Soprano). 
Maffio  Orsini  (Contralto). 
Gennaro     ]  Young  noblemen  in   f  Tenor. 
LivEROTTO    [the  service  of  the     i  Tenor. 
Vitellozzo  J  Venetian  Republic    i  Basso. 
Gazello  (Bass). 

RusTiGHELLO,  in  the  service  of  Don  Alfonso 
(Tenor). 

AstolJo    j ^'^  ^^'  ''^""''^  ^^  Lucrez{a\  ^^^^;^ 
Gentlemen-at-arms,  Officers,  and  Nobles, 
Ladies-in-waiting,  Capuchin  Monks,  etc. 

ARGUMENT 

Based  upon  Hugo's  story  of  the  celebrated  poisoner 
of  history,  ''Lucretia  Borgia,"  is  one  of  the  earliest  of 
the  tragic  operas  which  has  had  a  permanent  place. 
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Prologue 

Terrace  of  the  Grimani  Palace,  Venice.  During  a 
night  festival,  Gennaro,  a  young  nobleman,  becomes 
weary  and  falls  asleep  on  a  bench.  Lucrezia  Borgia, 
passing  by,  masked,  is  struck  with  the  comeliness  of  the 
youth  and  while  wondering  if  this  can  be  her  own  son 
by  an  early  marriage,  he  awakens.  He  in  turn  is  inter- 
ested in  this  fascinating  woman,  and  when  other  friends 
arrive  and  she  is  unmasked,  he  is  still  more  attracted 
by  her  beauty.  But  his  friends  lose  no  time  in  revealing 
her  true  character  as  a  murderess.  He  turns  from  her 
in  hatred,  and  she  swoons  away. 

Act  I 

A  Public  Square,  Ferrara.  Don  Alfonso,  Duke  of 
Ferrara,  and  the  present  husband  of  the  notorious 
Lucrezia,  is  jealous  of  her  interest  in  Gennaro.  Like 
the  young  man  himself,  the  Duke  is  ignorant  of  the 
fact  that  Gennaro  is  really  Lucrezia 's  son.  Gennaro 
now  comes  to  Ferrara  with  a  party  of  his  friends,  and 
in  order  to  show  his  loathing  for  her  crimes,  he  hacks 
her  name  off  the  shield  on  the  gates  of  the  palace.  The 
Duke  orders  his  arrest,  glad  of  this  excuse  to  get  a 
possible  rival  under  surveillance. 

Lucrezia,  ignorant  of  the  offender's  identity,  demands 
that  he  be  put  to  death  for  this  insult.  Alfonso  cynically 
consents.  Gennaro  is  brought  in,  and  the  now  horror- 
stricken  woman  pleads  for  his  life;  but  her  husband 
is  adamant.  With  exquisite  cruelty  he  commands  that 
she  herself  shall  prepare  the  poisoned  cup — a  draught 
in  which  she  is  an  adept.  She  does  so,  but  also  secretly 
administers  an  antidote  which  saves  Gennaro 's  life. 
She  implores  him  to  flee  the  city. 

Act  II 

Banquet  Hall  of  the  Negroni  Palace.  Lucrezia  has 
not  forgotten  the  other  young  men  who  were  with  Gen- 
naro in  his  attack  upon  the  palace,  and  determines  to 
revenge  herself  by  poisoning  them.  She  invites  them 
to  a  banquet  and  drugs  their  wine.    She  then  appears 
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before  them  and  announces  this  fact.  What  is  her 
horror,  however,  to  find  Gennaro  again  among  them. 
He  threatens  to  kill  her.  She  reveals  to  him  the  secret 
of  his  birth,  but  he  turns  from  his  mother  and  dies. 
The  Duke  enters  to  find  the  hall  filled  with  dead  or 
dying,  and  Lucrezia  herself  expiring  from  remorse. 

LUCIA  DI  LAMMERMOOR 

{Lu-tsee'-ah  dee  Lam'-mer-moor) 

Tragic  Opera  in  Three  Acts.  Music  by  Gaetano  Doni- 
zetti. Book  by  Cammerano,  after  Scott's  *' Bride  of 
Lammermoor."  First  produced  at  Naples  in  1835, 
and  at  London,  April  5,  1838. 

Scene  :    Scotland. 
Time:    1700. 

CAST 

Henry  Ashton,  of  Lammermoor  (Basso). 

Lucy  Ashton,  his  sister  (Soprano). 

Edgar,  of  Ravenswood   (Tenor). 

Lord  Arthur  Bucklaw,  friend  of  Ashton  (Tenor). 

Norman,  a  follower  of  Ashton  (Tenor). 

Raymond,  chaplain  to  Ashton  (Basso). 

Alice,  attendant  to  Lucy  (Soprano). 

Friends  and  retainers  of  the  Ashtons, 
Villagers,  etc. 

ARGUMENT 

The  story  of  '* Lucia  di  Lammermoor"  follows  closely 
the  well-known  novel  of  Scott  dealing  with  the  tragic 
fate  of  two  lovers  separated  by  family  strife. 

Act  I 

Scene  1.  Ashton's  Castle  of  Lammermoor.  Lucy 
Ashton  is  being  urged  by  her  brother  to  accept  Bucklaw, 
who  will  restore  their  family  fortunes,  but  she  persists 
in  refusing  him.  Ashton  learns  that  she  is  in  love  with 
Edgar  of  Ravenswood,  his  worst  enemy,  and  in  a  rago 
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sends  his  men  to  capture  this  presumptuous  claimant  of 
her  hand. 

Scene  2.  Grove  near  the  Castle.  Edgar  and  Lucy 
meet  in  secret  for  a  farewell  interview.  He  is  sailing 
for  France,  and  she  promises  eternal  fidelity  to  him. 
They  exchange  tokens  and  part. 

Act  II 

Scene  1.  Lucy^s  Apartments.  Ashton  makes  prepa- 
rations for  the  marriage  of  his  sister  with  Bucklaw, 
never  doubting  that  he  will  obtain  her  consent  at  the 
final  moment.  The  girl  is  in  deep  dejection.  Letters 
between  her  and  Edgar  have  been  intercepted  and  she 
is  told  that  he  is  faithless.  A  forged  letter  from  Edgar 
is  shown  in  proof  of  this.  Finally  she  yields  to  her 
brother's  entreaties  and  the  arguments  of  Raymond  her 
spiritual  adviser,  and  agrees  to  sign  the  wedding  con- 
tract. 

Scene  2.  Hall  of  the  Castle.  The  guests  have  as- 
sembled for  the  w^edding  ceremony.  Bucklaw  is  being 
congratulated  by  his  friends,  and  Lucy  enters  as  a 
passive  figure  in  the  scene.  At  this  moment  Edgar 
rushes  wildly  into  the  hall  and  demands  that  the 
ceremony  cease.  Ashton  triumphantly  shows  him  the 
contract  signed  by  his  sister.  Edgar  loads  her  with 
reproaches  and  leaves  the  room  before  Ashton 's  re- 
tainers can  interpose. 

Act  III 

Scene  1.  Hall  of  the  Castle.  The  wedding  has  been 
celebrated  despite  Edgar's  interposition,  and  he  has 
made  an  appointment  to  fight  a  duel  with  Ashton.  The 
bride  and  groom  have  been  shown  their  apartments,  and 
while  the  guests  still  make  merry  the  news  is  circulated 
that  Lucy  has  gone  mad  and  stabbed  Bucklaw.  She 
appears  among  the  horrified  guests  raving  insane. 

Scene  2.  A  Churchyard.  {Sometimes  omitted.) 
Edgar  awaits  his  enemy  and  dreams  of  his  lost  love. 
A  bell  tolls  and  he  hears  that  Lucy  is  dead,  and  to  the 
last  was  faithful  as  she  had  promised.  ^  Edgar  stabs 
himself. 
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TEE  DAUGHTER  OF  THE  REGIMENT 

(La  Figlia  Del  Reggimento. )  Comic  Opera  in  Two  Acts. 
Music  by  Gaetano  Donizetti;  words  by  Bayard  and 
Jules  H.  Vernoy  (Marquis  St.  Georges).  Produced, 
Opera  Comique,  Paris,  as  **La  Fille  du  Regiment, '* 
February  11,  1840;  Milan,  October  30,  1840;  Lon- 
don, in  English,  at  the  Surrey  Theatre,  December  21, 
1847.  First  American  performance,  New  Orleans, 
March  7,  1843. 

Scene:  The  Swiss  Tyrol. 
Time:    1815. 

CAST 

Marie,  the  *^ Daughter  of  the  Regiment/*  hut  really 
the  daughter  of  the  Marquise  de  Birkenfeld 
(Soprano). 

SuLPiCE,  Sergeant  of  French  Grenadiers  (Basso). 

Tonio,  a  Tyrolese  peasant  in  love  with  Marie;  after- 
wards an  officer  of  Grenadiers  (Tenor). 

Marquise  de  Birkenfeld  (Soprano). 

HoRTENSio,  steward  to  the  Marquise  (Basso). 

Corporal  (Basso). 

Soldiers,  Peasants,  Friends  of  the  Marquise,  etc. 

ARGUMENT 

**The  Daughter  of  the  Regiment''  is  a  light  opera 
which  bids  fair  to  be  perennially  successful.  It  is  the 
only  one  of  Donizetti's  operas  which  challenges  ''Lucia" 
in  popularity. 

Act  I 

The  Tyrolese  Mountains^  near  Bologna,  The  French 
army  is  returning  victorious  from  an  engagement.  With 
them  is  Marie,  a  pretty  vivandiere,  who  is  the  foster 
daughter  of  Sergeant  Sulpice.  She  had  been  found  on 
a  battlefield  in  infancy,  and  educated  by  him,  and  is 
now  called  "the  daughter  of  the  regiment.''  She  has 
been  petted  and  spoiled  by  the  grenadiers,  but  of  late 
is  unhappy.  She  has  a  secret  love  affair  with  a  young 
Swiss,  Tonio,  who  tries  to  visit  her  and  is  seized  as  a 
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spy.  He  is  in  danger  of  a  short  shrift,  but  for  Marie's 
intervention.  She  tells  the  soldiers  that  he  has  formerly 
saved  her  life.  Tonio  asks  to  enlist  with  them,  in  order 
to  remain  near  her.  The  grenadiers  consent  and  drink 
to  the  health  of  the  young  couple. 

But  at  this  juncture,  the  Marquise  de  Birkenfeld  ap- 
pears, and  by  means  of  a  letter,  proves  that  Marie  is 
her  own  niece.  She  scorns  an  alliance  for  Marie  with 
the  Swiss  soldier,  and  carries  her  off,  much  to  Marie's 
sorrow  and  the  disgust  of  the  regiment. 

Act  II 

The  Castle  of  the  Marquise.  The  Marquise  is  sparing 
no  expense  to  educate  her  ward  properly,  especially  in 
singing  and  dancing.  But  Marie  much  prefers  to  sing 
the  songs  of  the  camp.  She  is  greatly  overjoyed,  there- 
fore, to  hear  the  fifes  and  drums  of  her  regiment  and  to 
see  it  march  into  the  castle  yard,  headed  by  Tonio,  who 
has  been  promoted  to  captain  for  bravery.  Tonio  hopes 
that  his  increased  rank  will  entitle  him  to  Marie's  hand, 
but  the  Marquise  still  refuses  and  reveals  the  fact  that 
Marie  is  really  her  own  daughter,  and  is  now  promised 
to  a  neighboring  nobleman. 

The  guests  assemble  to  witness  this  betrothal,  when 
Marie  tells  of  her  early  history  and  how  she  had  been 
abandoned.  Her  faithful  grenadiers,  who  are  present, 
vouch  for  her  story.  The  Marquise  relents  and  consents 
to  the  union  of  Marie  and  Tonio. 


LA  FAVORITA 

{Lah  Fav-o-ree'-ta) 

(The  King's  Favorite).  Romantic  Opera  in  Five  Acts. 
Music  by  Gaetano  Donizetti.  Book  by  Royer  and 
Waetz,  after  the  drama,  **Le  Comte  de  Commingues." 
First  produced  at  the  Academic  Royale  de  Musique, 
Paris,  December  2,  1840. 

Scene  :    Castile. 
Time:   1340. 
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CAST 

Alfonso  XI,  King  of  Castile   (Baritone). 
Fernando,  an  officer  of  the  guard  (Tenor). 
Balthasar,  Prior  of  the  Monastery  of  8t.  Jacob 

(Basso). 
Gasparo,  an  officer  (Tenor). 
Leonore  de  Guzman,  the  King^s  favorite  (Mezzo-. 

Soprano). 
Inez,  her  companion  (Soprano). 

Officers,   Soldiers,   Courtiers,   Ladies, 
Servants,  Monks. 

ARGUMENT 

The  theme  of  **La  Favorita'*  is  simple  but  dramatic, 
treating  of  lost  illusions  and  blighted  hopes.  A  young 
anchorite  forsakes  his  vows  for  the  sake  of  a  pretty 
face,  only  to  find  that  the  promised  happiness  is  a  mirage. 

Act  I 

Hall  of  a  Monastery.  Fernando,  a  novice  in  orders, 
of  the  Monastery  of  St.  Jacob,  has  shown  such  earnest- 
ness and  insight  that  he  is  spoken  of  as  the  next  prior. 
But  between  him  and  his  vows  comes  the  vision  of  a 
beautiful  woman,  an  unknown  whom  he  loves  and  who, 
he  finds,  loves  him  in  return.  He  confesses  his  attach- 
ment to  his  best  friend,  Balthasar,  the  present  prior, 
who  endeavors  to  warn  him  against  the  snares  and  pit- 
falls of  the  world.  But  finding  that  the  young  man 
is  determined,  he  releases  him  from  the  monastic  orders 
and  bids  him  go  in  peace. 

Act  II 

A  Palace  Garden.  Ferdinand  decides  to  seek  service 
in  the  royal  army.  He  comes  blindfolded  into  the 
palace  garden,  where  ladies  of  the  court  who  have  heard 
his  story,  entertain  him  graciously.  Among  them,  he 
finds  his  unknown  love,  Leonore ;  but  while  she  recipro- 
cates his  affection,  she  begs  him  to  go  away  and  forget 
her.    She  will  not  even  tell  him  her  name  and  station. 


LA   FAVORITA  69 

This  mystery  only  adds  fuel  to  the  flame.  While  she 
tries  to  dismiss  him,  Inez,  her  friend,  comes  to  announce 
a  visit  from  the  King.  This  still  further  mystifies  the 
young  man,  unused  to  court  ways.  Leonore  leaves  him, 
after  presenting  him  with  a  document  which  proves  to 
be  a  royal  commission  as  officer  in  the  King's  army. 
Ferdinand  resolves  to  win  the  King's  favor  and  the 
lady's  hand  in  the  wars. 

Act  III 

The  King's  Court.  King  Alfonso  is  delighted  with 
news  of  his  army's  victories  over  the  Moors,  and  with 
the  brilliant  conduct  of  his  young  officer,  Ferdinand. 
The  latter  dreams  of  happiness  at  last  with  Leonore,  but 
he  is  still  ignorant  of  the  fact  that  she  is  the  King's 
favorite  and  Alfonso  does  not  intend  to  give  her  up. 
A  spirited  scene  ensues  between  monarch  and  mistress 
in  which  the  former  reiterates  his  devotion  and  the 
latter  reproaches  him  for  putting  happiness  out  of  her 
reach.  Before  the  court  she  finally  hurls  defiance  at 
him,  being  aided  by  Balthasar,  who  comes  with  a  mes- 
sage from  the  Pope  threatening  the  King  with  excom- 
munication unless  he  relinquishes  Leonore  in  favor  of 
Ferdinand.  He  is  given  one  day  in  which  to  decide. 
Ferdinand  hears  nothing  of  this,  but  Leonore  is  cast 
into  the  depths  of  sorrow  at  the  prospect  of  deceiving 
her  lover.  • 

Act  IV 

Apartment  in  the  Palace.  The  King  yields  to  papal 
pressure  and  to  Ferdinand's  merit,  and  resolves  to  be- 
stow upon  him  the  hand  of  his  favorite.  He  delivers 
his  message  to  Ferdinand  in  person,  who  is  overjoyed. 
Meanwhile,  Leonore  has  entrusted  to  Inez  a  letter  telling 
Ferdinand  all,  but  Inez  is  prevented  from  delivering 
it.  The  King  ennobles  Ferdinand  and  orders  an  imme- 
diate marriage,  which  ceremony  is.  performed.  But 
during  the  festivities  the  bridegroom  overhears  slurring 
remarks  from  the  courtiers,  and  returns  to  the  King 
demanding  an  explanation.  When  he  learns  the  truth, 
he  renounces  his  bride  and  honors,  breaks  his  sword,  and 
casts  its  fragments  at  the  feet  of  the  King. 
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Act  V 

The  Monastery  Hall.  Ferdinand  returns  to  the  mon- 
astery and  resumes  his  study  for  the  priesthood.  On  the 
day  when  he  is  to  receive  holy  orders,  Leonore  comes 
to  beg  his  forgiveness.  She  tells  him  of  the  undelivered 
letter  in  which  she  had  confessed  the  truth  and  which 
she  thought  he  had  received.  He  forgives  her  and  says 
that  he  loves  her  still,  but  now  the  Church  calls  him. 
He  leaves  her  swooning  and  joins  the  procession  of 
monks. 

DON  PASQUALE 

{Don  Pas-kah'-lee) 

Opera  Bouffe  in  Three  Acts.    Music  by  Gaetano  Doni- 
zetti.   Book  by  Camerano,  after  '  *  Ser  Marc '  Antonio. '  ^  ^ 
First  produced   at  the   Theatre  des  Italiens,   Paris, 
January  4,  1843. 

Scene:  Rome. 
Time:    The  Present. 

CAST 

Don  Pasquale,  an  old  bachelor  (Basso). 
Dr.  Malatesta,  a  physician  (Baritone). 
Ernesto,  nephew  of  Pasquale  (Tenor). 
NoRiNA,  a  young  widow  (Soprano). 
A  Notary  (Basso). 

Citizens,  Tradespeople,  Servants. 

ARGUMENT 

**Don  Pasquale"  is  a  gay  little  farce  of  manners 
which  has  been  given  a  characteristic  and  worthy  musi- 
cal setting. 

Act  I 

Bon  Pasquale^s  Apartments.  The  finicky  old  bache- 
lor, Don  Pasquale,  has  worked  himself  up  into  a  fine 
rage  because  his  nephew,  Ernesto,  is  not  marrying  to 
suit  him.     Ernesto  wishes  to  wed  Norina,  a  bewitching 
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young  widow.  Dr.  Malatesta,  a  family  friend  of  all 
parties,  contrives  a  plot  in  the  young  man 's  behalf.  The 
physician  urges  the  Don  himself  to  marry  a  lady  of  his 
choosing,  a  supposed  sister  of  Malatesta 's.  This  pseudo- 
sister  and  bride  is  none  other  than  Norina,  who  is 
instructed  to  make  life  a  burden  for  the  old  gentleman. 

Act  II 

Don  Pasquale^s  Apartments.  True  to  her  role,  Norina 
begins  to  carry  things  with  a  high  hand.  She  refuses 
to  accept  any  of  the  Don's  affectionate  advances,  and 
behaves  like  a  shrew.  Ernesto,  who  is  a  bewildered  on- 
looker, is  invited  by  her  to  be  her  escort  on  a  shopping 
expedition.  Meanwhile  she  lays  out  such  an  extrava- 
gant scheme  for  keeping  house  that  the  Don  flies  into 
a  passion,  declaring  that  she  will  bankrupt  him. 

Act  III 

Scene  1.  Bon  Pasquale's  Apartments.  Norina  is 
found  surrounded  by  trades-people  to  whom  she  has 
given  large  orders.  The  Don  enters  and  during  a  quar- 
rel she  boxes  his  ears,  and  leaves  him  disconsolate.  The 
doctor  enters  and  tries  to  pacify  him,  but  the  Don  insists 
that  Norina  shall  quit  his  house. 

Scene  2.  A  Balcony.  While  Ernesto  is  serenading 
Norina,  the  Don  taxes  her  with  being  faithless;  but  in 
the  course  of  explanations,  he  discovers  that  his  mar- 
riage contract  has  been  only  a  sham,  and  he  is  only 
too  glad  to  get  out  of  the  bargain  and  unite  the  two 
lovers  with  his  blessing. 


PAUL   DUKAS 

Dukas  is  a  modern  French  composer,  who  was  born 
at  Paris,  October  1,  1865.  His  only  opera  that  has  thus 
far  reached  the  American  stage  is  ''Ariane  et  Barbe- 
Bleue/' 

ARIANE  ET  BARBE-BLEUE 

{Air-ee-an  d  Barh-tluh) 

(Ariane  and  Bluebeard.)  Dramatic  Opera  in  Three 
Acts.,  Music  by  Paul  Dukas.  Book  by  Maurice 
Maeterlinck.  After  the  fairy  tale  of  ''Blue  Beard." 
First  produced  at  the  Opera  Comique,  Paris,  May 
10,  1907. 

Scene:    A  Medieval  Castle. 
Time:   Middle  Ages. 

CAST 

Blue  Beard   (Basso). 

Ariane,  his  sixth  wife  (Mezzo-Soprano). 

Nurse  (Contralto). 

Blue  Beard's  five  earlier  wives: 
Selysette   (Mezzo-Soprano). 
Yqraine  (Soprano). 
Melisande  (Soprano). 
Bellangere   ( Soprano ) . 
Alladine  (Silent). 

Three  Peasants,  Crowd  of  Rustics,  etc. 

ARGUMENT 

The  old  story  of  Blue  Beard  and  his  wives  has  been 
embellished  by  Maeterlinck  with  touches  of  mysticism, 
which  are  reflected  in  the  music  of  the  opera.  Ariane, 
the  determined  wife,  may  be  called  a  foretype  of  the 
New  Woman. 
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Act  I 

Great  Hall  in  Blue  Beard's  Castle.  Despite  the  ugly 
reputation  of  Blue  Beard,  he  has  found  a  new  wife  in 
Ariane.  She  has  heard  that  he  has  done  away  with 
five  wives,  but  cannot  believe  that  he  has  murdered  them ; 
i^  is  her  mission  to  discover  his  secret.  As  the  curtain 
rises,  the  angry  roar  of  the  crowd  outside  is  heard. 
They  do  not  want  the  ogre  to  have  another  victim. 
Unmoved  by  all  this  clamor,  Ariane  enters  with  her 
nurse.  She  has  been  entrusted  with  seven  keys.  Six 
are  of  silver,  and  the  last  is  of  gold.  It  unlocks  the 
one  forbidden  door.  The  nurse  opens  one  after  another 
the  six  silver. locks,  and  in  each  room  finds  a  delightful 
surprise — jewels  of  rare  beauty  gush  out  in  streams. 
But  Ariane  is  not  satisfied.  Her  mission  is  to  find  what 
is  behind  the  forbidden  door.  The  nurse  begs  her  to 
desist,  but  she  turns  the  golden  lock.  The  door  opens 
and  they  hear  the  distant  groans  of  women.  Before 
they  can  close  it.  Blue  Beard  enters,  saying  coolly,  *'You, 
tooP'  He  tells  her  he  will  yet  forgive  her  if  she  will 
desist,  but  she  defies  him.  Enraged,  he  bids  her  follow 
him,  but  the  nurse,  hearing  the  renewed  tumult  of  the 
crowd  outside,  rushes  to  the  door  and  admits  them. 
Blue  Beard  draws  his  sword  and  prepares  to  defend 
himself  from  their  attack,  when  Ariane  interposes,  telling 
the  rioters  to  disperse,  her  husband  is  doing  her  no 
harm.  They  fall  back  before  her  and  she  closes  and 
fastens  the  door. 

Act  II 

An  Underground  Chamber.  Still  braving  Blue 
Beard's  anger,  Ariane  and  the  nurse  have  been  left  in 
the  vault  leading  from  the  seventh  door,  but  Ariane  is 
undismayed;  she  is  determined  to  rescue  her  husband's 
victims.  By  the  light  of  the  flickering  lamp,  carried 
by  the  nurse,  she  discovers  the  forms  of  women  lying 
huddled  upon  the  floor.  They  prove  to  be  the  five 
missing  wives,  who  are  still  alive,  but  leading  a  wretched 
existence.  Ariane  encourages  them,  and  looks  about  for 
some  avenue  of  escape.  The  lamp  goes  out,  but  they 
see  a  faint  glow  at  one  end  of  the  chamber.     It  proves 
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to  be  a  door  leading  to  the  outer  world,  whicli  they 
break  through,  and  the  whole  party  pass  out  to  liberty. 

Act  III 

Great  Hall  in  the  Castle.  The  castle  and  the  grounds 
are  enchanted,  so  the  wives  cannot  escape.  They  wan- 
der back  into  the  great  hall  and  amuse  themselves  by 
dressing  up  in  the  finery  which  they  find  lying  about 
in  profusion.  Ariane  is  showing  them  how  to  regain 
their  lost  beauty.  Presently  the  nurse  enters  in  terror 
to  say  that  Blue  Beard,  who  has  been  absent,  is  on  his 
way  back  to  the  castle,  and  that  the  villagers  are  lying 
in  wait  for  him.  It  is  as  she  fears,  and  although  he 
has  a  bodyguard,  they  are  overcome  in  the  melee,  and 
Blue  Beard  is  wounded.  The  crowd  seize  him,  bind  him 
hand  and  foot,  and  are  about  to  throw  him  into  the 
moat  when  Ariane  and  the  other  women  interpose.  She 
persuades  the  villagers  to  bring  him  into  the  hall,  stating 
that  she  is  the  one  most  concerned  and  should  have  the 
decision  as  to  his  fate.  In  the  end  they  leave  him  and 
withdraw.  Ariane  stoops  and  cuts  his  bonds,  although 
the  others  are  fearful.  Then  she  dresses  Blue  Beard's 
wounds,  which  prove  slight.  He  rises  and  looks  slowly 
from  one  to  another  of  the  group,  but  makes  no  effort 
to  molest  them.  Ariane  approaches  and  bids  him  fare- 
well; her  mission  is  ended  and  she  is  going  away.  He 
tries  to  detain  her,  pleading  his  love,  but  she  persists 
in  going.  The  other  women  are  given  an  opportunity 
to  accompany  her,  but  decide  to  remain  with  Blue  Beard. 


CAMILLE    ERLANGER 

A  French  composer,  bom  May  25,  1863,  at  Paris; 
and  died  in  the  same  city,  in  1919.  He  studied  under 
Leo  Delibes  at  the  Paris  Conservatory,  and  won  the 
Grand  Prix  de  Rome,  in  1888,  for  his  cantata  ^'Velleda. " 
He  was  the  composer  of  numerous  short  musical  pieces, 
cantatas,  and  four  operas:  ''Kermaria,"  Paris,  1897; 
'* Aphrodite,"  Paris,  1906;  ''Noel,"  a  tragedy,  also 
given  in  Paris  the  same  year;  and  ''L'Aube  Rouge," 
which  had  its  premiere  at  Rouen,  in  1912.  ''Aphrodite" 
is  the  best  known  of  these  in  America,  through  the  inter- 
pretation of  Mary  Garden. 

APHRODITE 

(Aph'-ro-dy-te) 

A  lyric  drama  in  five  acts  and  seven  scenes,  after  the 
story  by  Pierre  Louys.  Adapted  by  Louis  de  Gra- 
mont.  Music  by  Camille  Erlanger.  First  given  at 
the  Opera  Comique,  Paris,  March  23,  1906. 

Scene  :   Alexandria. 
Time:  b.c.  50. 

CAST 

Demetrios,  a  sculptor  (Tenor). 

TiMON,  a  citizen  (Baritone). 

Philodme,  a  citizen  (Tenor). 

High  Priest  (Basso). 

Callides,  a  citizen  (Basso). 

Jailer  (Basso). 

Chrysis,  a  courtesan  (Soprano). 

Bacchis,  a  courtesan  (Mezzo-Soprano). 

Myrto,  a  courtesan  (Soprano). 

Rhodis,  a  courtesan  (Mezzo-Soprano). 

Chimaris,  a  Jewish  fortune-teller  (Mezzo-Soprano). 

Seso   (Soprano). 
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Theano,  a  dancer, 
CoRiNNA,  a  slave. 

Philosophers,  Courtiers,  Sailors,  Beggars, 
Courtesans,  Fruit-sellers,  etc. 

ARGUMENT 

An  opera  rich  in  scenic  possibilities.  Its  appeal  is 
directed  as  much  to  the  eye  and  the  aesthetic  sense, 
as  to  the  ear. 

Act  I 

The  "Wharf  at  Alexandria.  The  curtain  rises  to  dis- 
close a  busy  hour  of  ancient  Egypt,  upon  a  crowded 
wharf.  There  are  citizens  of  every  grade  and  calling. 
Some  ply  their  trades,  others  are  there  merely  for  diver- 
sion. Rhodis  and  Myrto  play  their  flutes  while  Theano 
dances.  All  make  way  for  Demetrios,  the  famous  sculp- 
tor. A  Jewish  fortune-teller  reads  his  hand,  predicting 
crime  and  tragedy  because  of  a  woman.  At  this  junc- 
ture the  beautiful  courtesan,  Chrysis,  enters.  Demetrios 
pays  her  attention,  but  she  tells  him  that,  to  win  her 
favor,  he  must  bring  her  three  precious  gifts — the  mir- 
ror of  Bacchis,  the  ivory  comb  of  Touni,  and  the  pearl 
necklace  of  Aphrodite.  The  sculptor  has  become  so 
infatuated  that  he  determines  to  obtain  them. 

Act  II 

The  Temple  of  Aphrodite.  The  attendants  of  the 
sacred  temple  of  Aphrodite,  goddess  of  love,  are  per- 
forming their  duties,  when  Demetrios  enters.  He  has 
obtained  two  of  the  pledges,  but  at  the  cost  of  crime. 
He  lingers  while  votaries  come  to  present  their  offer- 
ings; among  them  Rhodis,  Myrto,  and  Chrysis.  When 
all  have  gone,  Demetrios  snatches  the  necklace  from  the 
neck  of  the  goddess  and  flees. 

Act  III 

The  House  of  Bacchis.  Bacchis,  a  notorious  woman, 
holds  high  revel  at  her  house.  There  is  much  feasting 
and  revelry,  but  Bacchis  is  in  ill  humor  because  of  the 
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loss  of  her  famous  mirror.  She  accuses  Corinna,  one 
of  her  slaves,  and  the  unfortunate  girl  is  condemned 
to  death  and  crucified.  Chrysis  inwardly  exults  in  this 
evidence  of  Demetrios's  obedience  to  her  whims. 

Act  IV 

The  Studio  of  Demetrios.  Chrysis  visits  her  lover  to 
obtain  the  trophies  he  has  promised.  As  he  presents 
them  to  her,  he  hears  the  clamor  of  the  outraged  citizens 
outside  in  the  streets.  They  are  heaping  maledictions 
on  the  one  who  has  despoiled  the  sanctuary  of  their 
goddess.  In  a  fit  of  compunction,  Demetrios  asks  Chry- 
sis if  she  will  do  as  much  for  him  as  he  has  for  her — 
that  is,  if  she  will  wear  these  trophies  in  public.  She 
swears  that  she  will  do  so. 

Act  V 

Scene  1.  The  Lighthouse.  While  the  throng  gathers 
to  discuss  the  three  crimes  that  have  closely  followed 
each  other,  and  pray  the  goddess  for  forgiveness,  they 
suddenly  perceive  a  female  figure  standing  out  in  relief 
on  the  balcony  of  the  lighthouse.  She  wears  the  comb 
in  her  hair,  the  necklace  around  her  throat,  and  holds 
in  her  hand  the  mirror.  At  first  they  think  it  is  Aphro- 
dite come  to  them  in  person,  but  soon  realize  their 
mistake  and  discover  that  it  is  Chrysis.  She  is  seized 
and  thrown  into  prison. 

Scene  2.  A  Prison.  Chrysis  is  condemned  to  death, 
and  a  poisoned  cup  is  sent  her  to  drink.  Demetrios  ar- 
rives only  after  she  has  breathed  her  last.  In  a  vision 
Demetrios  himself  sees  his  fate  at  the  hands  of  Aphro- 
dite. 


HENRI   FEVRIER 

A  modern  French  composer,  born  at  Paris,  October  2, 
1875.  His  two  operas,  "Monna  Vanna"  and  '*Gis- 
monda, ' '  were  introduced  into  America  by  Mary  Garden 
and  the  Chicago  Opera  Company. 


MONNA  VANNA 

(Mo'-na  Van'-na) 

Eomantic  Opera  in  Four  Acts.  Music  by  Henri  Fevrier. 
Book  by  Maurice  Maeterlinck.  First  produced  in 
Paris,  1909. 

Scene:  Pisa. 

Time:  The  Fifteenth  Century. 

CAST 

Prinzivalle,  Commander  of  the  Florentine  Army 

(Tenor). 
GuiDO  CoLONNA,  Commander  of  the  Pisan  forces 

(Basso). 
BoRSO,  Pisan  sub-officer  (Baritone). 
ToreijLO,  Pisan  suh-officer  (Baritone). 
Vedio,  Secretary  to  Prinzivalle  (Tenor). 
Trivulzio,  an  envoy  (Baritone). 
Marco  Vanna,  a  Pisan  (Basso). 
MoNNA  Vanna,  his  daughter,  wife  of  Colonna 

(Soprano). 

Citizens,  Soldiers,  etc. 

ARGUMENT 

The  plot  of  *'Monna  Vanna"  is  rather  thin,  but  is 
based  upon  an  historical  incident.  It  is  a  counterplot 
of  chivalry  and  jealousy. 
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Act  I 

Office  of  the  Pisan  Commander.  Pisa  is  being  besieged 
by  a  Florentine  army  under  the  command  of  Prinzivalle. 
The  garrison  is  in  sore  straits  for  food  and  ammunition. 
Prinzivalle  informs  Colonna,  the  Pisan  general,  that  he 
will  deal  leniently  with  the  Pisans  if  Colonna  will  send 
his  beautiful  wife,  Monna  Vanna,  for  an  overnight  visit 
to  Prinzivalle 's  tent.  She  is  informed  of  these  terms 
and  professes  herself  ready  to  go,  to  help  her  city. 

Act  II 

Prinzivalle* s  Tent.  A  plot  by  Trivulzio,  an  enemy  of 
Prinzivalle,  is  thwarted.  Monna  then  enters  as  agreed. 
She  states  that  her  only  purpose  is  to  save  her  city.  The 
general'  respects  her  intentions  and  treats  her  as  an 
honored  guest. 

Act  III 

A  Square  in  Pisa.  Monna  Vanna  returns,  but  her 
husband  distrusts  her.  His  rage  is  kindled  further 
when  he  discovers  Prinzivalle  in  the  city.  The  latter 
has  had  to  flee  from  treachery  in  his  own  camp,  but 
Colonna  thinks  it  is  because  of  an  intrigue  with  Monna. 
The  latter  sees  that  she  can  save  Prinzivalle  only  by 
falling  in  apparently  with  her  husband's  evil  designs. 
Prinzivalle  is  accordingly  cast  into  prison. 

Act  IV 

'A  Dungeon.  Monna  goes  to  free  Prinzivalle  from 
prison.  They  confess  their  love  for  each  other,  and  flee 
forth  into  the  world  together. 

GISMONDA 

{Gees-mon-da) 

Romantic  Opera  in  Pour  Acts,  by  Henri  Fevrier,  based 
upon  a  well-known  play  by  Victorien  Sardou.  Its 
first  American  performance  was  in  Chicago,  January 
14,  1919. 
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The  libretto  follows  the  plot  of  the  play.  Gismonda, 
Duchess  of  Athens,  announces  that  she  will  give  her 
hand  to  the  man  who  will  rescue  her  little  son  from  the 
pit  of  a  tiger.  The  lad  has  been  thrown  there  by  con- 
spirators against  her  ducal  line.  Almerio,  a  young  fal- 
coner, rescues  the  child,  but  the  proud  Duchess  will  not 
accept  a  peasant  for  husband.  She  agrees,  however,  to 
visit  him  at  his  cottage,  if  he  will  renounce  all  claim  to 
her  hand.  While  making  this  clandestine  visit,  Zacario, 
the  chief  of  the  conspirators,  spies  upon  her,  and  she 
kills  him.  In  order  to  shield  her,  Almerio  takes  the 
guilt  upon  himself.  Gismonda,  in  gratitude,  acknowl- 
edges the  falconer  as  her  future  husband. 


miEDRICH  VON  FLOTOW 

A  German  composer,  born  in  Mecklenburg-Schwerin, 
April  26,  1812.  He  studied  music  in  Paris  but  did  not 
meet  with  success  there  in  his  early  operas.  At  the  age 
of  twenty-seven  he  finally  achieved  recognition  with 
''Medusa's  Shipwreck."  This  was  followed  by  ''Ca- 
moen's  Slave"  (1843),  and  ''The  Soul  in  Pain"  (1846). 
"Alexander  Stradella,"  one  of  the  few  operas  by  which 
he  is  still  remembered,  had  its  premiere  at  Hamburg  in 
1844,  and  his  most  successful  work,  "Martha,"  at  Vi- 
enna in  1847.  He  wrote  several  other  operas,  and  was 
director  of  the  court  theatre  in  his  native  duchy  from 
1855  to  1863.    He  died  in  Darmstadt,  January  23,  1883. 

MARTHA 

Romantic  Opera  in  Five  Acts.  Music  by  Friedrich  von 
Flotow.  Bo©k  by  St.  Georges  and  Friedrich.  First 
produced  at  Vienna,  November  25,  1847. 

Scene;  Richmond,  England. 
Time:  Reign  of  Queen  Anne. 

CAST 

Lionel,  a  farmer  (Tenor). 
Plunkett,  his  foster  brother  (Basso). 
Lord  Tristan,  a  courtier  (Baritone). 
Lady  Henrietta  Durham,   a  maid-of -honor    (So- 
prano). 
Nancy,  her  attendant  (Contralto). 
Sheriff  of  Richmond  (Baritone). 
Lords,  Ladies,  Farmers,  Servants,  Citizens. 

ARGUMENT 

One  of  the  most  graceful  of  the  light  operas  is  "Mar- 
tha," an  old  favorite  dealing  with  love  as  opposed  to 
pride. 
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Act  I 

The  Queen^s  Court  at  Hampton.  Lady  Henrietta,  a 
maid- of -honor  to  Queen  Anne,  has  become  weary  of 
humdrum  court  life  and  seeks  a  new  diversion.  She 
talks  it  over  with  her  sprightly  maid,  Nancy,  but  does 
not  fall  in  with  any  of  the  latter 's  fancies.  Lord  Tris- 
tan, an  old  admirer,  meets  with  as  little  success  when 
he  proposes  entertainments  for  the  day.  At  this  moment 
a  group  of  villagers  and  servants  pass  singing  gaily  on 
their  way  to  a  county  fair.  Their  careless  happiness 
appeals  to  Henrietta.  She  and  Nancy  shall  go  to  the 
fair  also,  dressed  as  servants,  so  that  they  can  mingle 
freely  with  the  crowd.  It  will  be  a  lark.  No  sooner  said 
than  done.  Lord  Tristan,  shocked,  tries  to  restrain  them, 
but  instead  is  pressed  into  service  as  their  escort. 

Act  II 

TKe  Market  at  Richmond.  Lionel*  and  Plunkett,  two 
well-to-do  farmers,  drive  to  the  fair  in  search  of  house- 
hold servants.  The  sheriff  arrives  and  proclaims  that 
all  contracts  of  this  nature  shall  be  binding  upon  both 
parties  for  a  full  year,  if  money  is  advanced.  Just  after 
this  announcement  is  made,  Tristan  arrives  with  the 
two  girls  dressed  as  servants,  who  immediately  capture 
the  fancy  of  the  two  farmers.  In  spite  of  Tristan's  ef- 
forts to  draw  them  away,  they  allow  the  farmers  to 
haggle  with  them  over  terms  and  finally  accept  an  ad- 
vance payment  for  salaries.  Without  knowing  it,  they 
have  bound  themselves  to  service  for  a  year.  When  the 
farmers  now  insist  upon  an  immediate  departure,  objec- 
tions are  raised  by  the  other  three.  But  the  crowd  pre- 
vents Tristan  from  rescuing  the  girls,  and  the  sheriff 
declares  that  they  must  go  with  their  new  masters. 

Act  III 

The  Farm  House.  Henrietta  has  taken  the  name  of 
Martha,  and  Nancy  that  of  Julia.  Lionel  and  Plunkett 
try  to  introduce  them  to  their  duties  and  are  amazed  at 
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tlieir  ignorance  over  the  most  ordinary  things,  such  as 
spinning.  Plunkett  tries  to  make  boisterous  love  to 
*' Julia"  but  finds 'her  sharp  tongue  more  than  a  match 
for  him.  Lionel  is  more  courteous  to  ''Martha"  and 
ends  by  falling  deeply  in  love  with  her,  but  she  only 
laughs  at  him.  However,  she  relents  so  far  as  to  sing 
for  him  a  tender  little  ballad,  ' '  'Tis  the  Last  Rose  of 
Summer,"  hoping  to  touch  his  heart  so  that  he  will  re- 
lease her  from  that  dreadful  contract.  After  the  men 
have  retired,  Tristan  aids  the  girls  to  make  their  escape. 

Act  IV 

A  Country  Tavern.  While  Plunkett  is  drinking  with 
some  of  his  friends,  a  party  of  hunters  from  the  court 
enter,  and  he  recognizes  among  them  his  lost  servant 
girl,  ''Julia."  He  demands  that  she  go  home  with  him 
and  complete  her  contract,  but  her  calls  for  help  bring 
her  friends  about  her  and  they  chase  Plunkett  out  into 
the  forest.  Next  Lionel  enters,  greatly  dejected  over 
the  loss  of  "Martha,"  when  whom  should  he  see  among 
the  hunters  but  the  girl  herself  as  a  court  lady.  He 
lays  claim  to  her  and  she  reproaches  him  for  being  an 
impertinent  bumpkin.  The  others  think  him  a  madman, 
and  she  is  glad  to  escape  in  this  fashion. 

Act  V 

Scene  1.  The  Farm  House.  Lionel's  long-standing 
claim  to  the  earldom  of  Derby  is  decided  in  his  favor, 
but  he  takes  no  interest  in  the  matter.  He  is  almost 
insane  from  grief.  Henrietta  is  persuaded  to  visit  him, 
but  he  does  not  recognize  the  "Martha"  of  his  dreams. 
Nancy  and  Plunkett  come  to  an  understanding  and  ar- 
range a  little  scene  to  restore  Lionel's  reason. 

Scene  2.  The  Fair  at  Richmond.  Another  fair  is  be- 
ing held,  and  Plunkett  brings  his  friend  to  the  square 
where  they  had  first  met  the  girls.  Lo!  there  they  are 
again,  dressed  in  their  servant's  attire.  Memory  and 
reason  return  to  Lionel,  and  when  "Martha"  sings  again 
to  him  the  ballad  of  the  rose  his  cup  of  happiness  is  full. 
She  is  willing  to  become  his  wife. 


ALBERTO   FRANCHETTI 

A  modern  Italian  composer,  born  in  Turin,  Septem- 
ber 18,  1860.  He  studied  at  Italian  conservatories,  and 
his  music  is  of  somewhat  traditional  type.  He  is  known 
in  this  country  for  two  operas,  * '  Christopher  Colum- 
bus" and  ''Germania." 


CHRISTOPHER   COLUMBUS 

An  historical  Opera  in  Three  Acts  and  an  Epilogue; 
text  by  Luigi  Illica.  First  produced  at  Genoa  (Co- 
lumbus's birthplace)   in  1892 — a  quadricentennial. 

Scene:  Spain  and  America. 
Time:  Circa,  1492. 

The  story  and  characters  of  ''Christopher  Columbus'* 
follow  the  general  lines  of  history.  Columbus  obtains 
aid  from  Queen  Isabella  for  his  voyage  of  discovery. 
Incidents  of  the  voyage  and  with  the  Indians  in  America 
are  depicted;  and  the  epilogue  shows  the  aged  voyager 
lying  at  the  tomb  of  his  patron  queen. 

GERMANIA 

{ Ger-ma'-nia) 

Dramatic  Opera  in  Four  Acts.  Music  by  Alberto  Fran- 
chetti.  Book  by  Luigi  Illica.  First  produced  at 
Milan,  1902. 

Scene:  Various  parts  of  Germany. 
Time:  1806. 

CAST 

Frederick  Loewe,  member  of  the  Brotherhood 
(Tenor). 

Carl  Worms,  member  of  the  Brotherhood   (Bari- 
tone). 
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Giovanni  Palm,  member  of  the  Brotherhood 

(Basso). 
Crisogono,  member  of  the  Brotherhood  (Baritone). 
Stapps,  a  Protestant  priest  (Basso). 
RiCKE,  a  Nuremberg  maiden  (Soprano). 
Jane,  her  sister  (Mezzo-Soprano). 
Lena  Armuth,  a  peasant  woman  (Mezzo-Soprano). 
Jebbel,  her  nephew   (Soprano). 
LuiGi  LuTzow,  an  officer  (Basso). 
Carlo  Korner,  an  officer  (Tenor). 
Peters,  a  herdsman  (Basso). 
SiGNORA  Hedvigb  (Mezzo-Soprano). 
Chief  op  Police  (Basso). 
Police,  Students,  Soldiers,  Peasants,  Histor- 
ical Personages. 

ARGUMENT 

^'Germania"  is  a  picture  of  the  upheaval  in  Germany 
caused  by  the  Napoleonic  wars. 

Act  I 

An  Old  Mill  at  Nuremberg.  The  revolutionists  have 
converted  an  old  mill  at  Nuremberg  into  a  printing 
shop  for  their  literature.  Palm,  the  author  of  some  of 
this,  is  sought  by  the  police,  but  unsuccessfully.  Mean- 
while, books  and  pamphlets  are  sent  out  as  bags  of  flour. 
Worms,  who  is  in  charge  of  the  press,  is  visited  by  Ricke, 
who  accuses  him  of  betraying  her.  She  is  especially 
downcast  as  a  letter  just  received  announces  the  early 
return  of  Loewe,  her  lover.  Worms  threatens  his  ven- 
geance if  she  tells  Loewe  of  their  relations. 

Act  II 

The  BlacJc  Forest.  Loewe,  Ricke  and  others  seek  ref- 
uge in  a  hut,  Loewe  having  been  among  those  proscribed 
by  the  victorious  Napoleon.  Ricke  has  consented  to 
marry  Loewe,  not  daring  to  tell  him  of  Worms.  Imme- 
diately after  the  simple  ceremony  uniting  them,  Worms 
appears  and  summons  Loewe  to  attend  a  meeting  of  the 
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secret  brotherhood.  Worms  will  not  tarry,  and  Kicke, 
in  terror  of  consequences,  flees  away,  leaving  a  note  for 
the  bridegroom  telling  him  not  to  follow  her.  The  be- 
wildered Loewe  is  finally  apprised  of  the  true  state  of 
affairs  by  Rickets  little  sister  Jane. 

Act  III 

A  Secret  Hall  at  Koenigsherg.  The  patriots  meet  with 
the  utmost  secrecy  and  lay  plans  to  defeat  the  invader 
of  their  country.  Only  one  standing  apart,  masked, 
jeers  at  their  motives.  He  proves  to  be  Loewe,  who 
now  challenges  Worms  to  fight.  The  latter,  however, 
refuses  to  defend  himself,  and  others  interpose  to  stop 
the  quarrel. 

Act  IV 

The  Battlefield  of  Leipzig.  The  plain  is  covered  with 
prostrate  forms  after  the  great  battle  has  been  fought. 
Ricke  seeks  among  them  for  the  husband  she  has  de- 
serted, and  finally  finds  him  not  far  away  from  the 
corpse  of  Worms.  Loewe  is  barely  alive,  and  soon  ex- 
pires in  Ricke 's  arms,  but  she  makes  no  outcry  as  she 
lies  down  beside  him.  In  life  all  things  conspired  to 
keep  them  apart  j  but  in  death  they  can  be  united. 
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Giordano  is  a  contemporary  Italian  composer  of  some 
note.  He  was  born  at  Foggia,  August  26,  1867,  and 
studied  at  the  Naples  Conservatory  under  Serrao.  One 
of  his  earlier  works  was  the  one-act  opera,  *' Marina," 
which  was  entered  for  the  Sonzogno  prize  that  Mascagni 
won  with  his  ''Cavalleria  Rusticana."  This  was  fol- 
lowed by  ^'Mala  Vita,"  which  was  produced  at  Rome, 
in  1892;  *' Andre  Chenier"  (1896);  ''Fedora"  (1906); 
''Siberia"  (1908) ;  and  "Madame  Sans  Gene,"  his  most 
successful  work   (1915). 

ANDRE   CHENIEB 

(An-dray  Shain-yay) 

Tragic  Opera  in  Four  Acts.  Music  by  Umberto  Gior- 
dano. Book  by  Victorien  Decazes.  First  produced 
at  La  Scala,  Milan,  March  23,  1896. 

Scene:  Paris. 

Time:  The  French  Revolution. 

CAST 

Andre  Chenier,  a  poet  (Tenor). 
Charles  Gerard,  a  Revolutionist  (Baritone). 
Countess  de  Coigny  (Soprano). 
Madeleine,  her  daughter  (Soprano). 
Bersi,  her  maid  (Mezzo-Soprano). 
Rougher,  friend  of  Chenier  (Basso). 
Mathieu,  a  Revolutionist  (Baritone). 
Madelon,  an  aged  woman  (Soprano). 
Flevtlle,  a  writer  (Tenor). 
The  Abb]^  (Tenor). 
Schmidt,  jailer  at  St.  Lazare  (Basso). 
A  Spy. 
Guests,  Servants,  Pages,  Peasants,  Soldiers, 
Judges,  Prisoners,  Mob,  etc. 
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Act  I 

Ballroom  in  a  Chateau.  Prior  to  tlie  Revolution,  Ge- 
rard, a  revolutionist,  is  secretly  in  love  with  Madeleine, 
the  Countess's  daughter.  A  ball  is  given,  and  among 
the  guests  is  Andre  Chenier,  a  poet  with  revolutionary- 
tendencies.  Madeleine  asks  him  to  improvise  a  poem 
on  love,  but  he  sings  of  the  wrongs  of  the  poor.  Gerard 
appears  with  a  crowd  of  ragged  men  and  women,  but 
the  Countess's  servants  eject  the  intruders. 

Act  II 

Cafe  Hottot  in  Paris.  Some  year  later,  Chenier  has 
offended  the  Revolutionists  by  denouncing  Robespierre. 
A  spy  is  w^atching  Bersi,  Madeleine's  old  nurse,  and 
sees  her  hand  Chenier  a  letter.  It  is  from  Madeleine, 
who  begs  him  come  to  her  aid,  and  arranges  a  rendez- 
vous. 

Robespierre  enters  with  citizens.  Gerard,  now  high 
in  favor,  seeks  to  possess  Madeleine,  who  has  come  to 
meet  Chenier.  They  are  about  to  flee,  when  Gerard 
interferes.  The  rivals  fight  and  Gerard  is  wounded. 
The  lovers  escape. 

Act  III 

Revolutionary  Tribunal.  Chenier  has  been  captured, 
and  Gerard  brings  formal  charge  against  his  rival. 
Madeleine  pleads  for  her  lover,  finally  promising  to  give 
herself  to  Gerard  if  Chenier  is  spared.  Gerard,  moved 
by  the  girl 's  love,  agrees  to  save  Chenier  if  he  can.  At 
the  trial  he  declares  that  the  indictment  is  false.  But 
the  mob,  thirsting  for  blood,  demands  the  poet's  death. 

Act  IV 

Prison  of  Lazare  at  Midnight.  Madeleine  and  Gerard 
visit  Chenier.  She  has  bribed  the  jailer  to  allow  her  to 
take  the  place  of  another  prisoner.  If  she  cannot  live 
for  her  lover,  she  can,  at  least,  die  with  him.  Together 
she  and  Chenier  go  to  the  scaffold,  to  pay  the  last 
penalty. 
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MADAME  SANS  GENE 

{Ma-dam'  Sahn  Zhayn) 

Historic  Opera  in  Four  Acts.  Music  by  Umberto  Gior- 
dano. Book  by  Renato  Simoni.  After  the  Comedy 
by  Victorien  Sardou  and  E.  Moreau.  First  produced 
at  the  Metropolitan  Opera  House,  New  York,  January 
25,  1915. 

Scene:  France. 

Time:  Days  of  Napoleon. 

CAST 

Caterina  Hubscher  (''Madame  Sans  Gene"),  a 

laundress  (Soprano). 
ToNiOTTA,  a  laundress  (Soprano). 
GiULiA,  a  laundress  (Soprano). 
La  Rossa,  a  laundress  (Soprano). 
Lefebvre,  sergeant,  then  marshal  (Tenor). 
FoucHE,  patriot,  then  minister  of  police 

(Baritone). 
Count  of  Neipperg,  an  Austrian  (Tenor), 
Vinaigre,  a  drummer  (Tenor). 
Queen  Caroline  (Soprano). 
Princess  Elisa  (Soprano). 
Gelsomino,  valet  (Baritone). 
Leroy,  tailor  (Baritone). 
De  Brigode,  court  chamberlain  (Baritone)'. 
Napoleon  (Baritone). 
Madame  de  Boulow  (Soprano). 
RousTAN,  head  of  the  Mamelukes  (Baritone). 
Citizens,  Soldiers,  Huntsmen,  Ladies  of  the 
Court,  etc. 

ARGUMENT 

This  colorful  opera  is  unique  in  its  attempt  to  make 
Napoleon  the  central  fi^re  of  a  romantic  drama — giv- 
ing him  as  well  as  his  attendants  a  singing  part.  It  is 
full  of  figures  and  action,  and  crosses  a  considerable 
period  of  time. 
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Act  I 

Caterina's  Laundry^  Paris,  August  10,  1792.  Cate- 
rina  Hubseher,  a  pretty  Alsatian,  has  earned  by  her 
saucy  manner  the  popular  nickname  of  ''Mistress  Don't 
Care."  Her  laundry  is,  on  this  historic  morning,  a 
storm  center,  as  the  mob  is  attacking  the  Tuileries — this 
is  one  of  the  red-letter  days  of  the  French  Revolution. 
Fouche,  a  patriot,  enters  in  great  trepidation  at  the 
doings  of  the  crowd.  He  is  followed  by  Caterina,  who 
rallies  him  for  his  lack  of  courage.  She  herself  has 
great  tales  to  tell  of  what  she  has  witnessed  in  the  street. 
Fouche  says  that  it  is  his  ambition  to  become  minister 
of  police.  Caterina  replies  tauntingly  that  he  has  about 
as  much  chance  to  become  that  as  she  has  to  become  a 
duchess.  A  great  uproar  proclaims  that  the  palace  has 
been  taken.  So  riotous  is  the  street  that  Caterina  pru- 
dently barricades  her  shop.  Presently  she  sees  a  wounded 
man,  and  admits  him.  It  is  the  Count  of  Neipperg,  an 
Austrian,  who  has  come  to  grief  in  trying  to  rescue  the 
Queen.  Caterina  hides  him  in  her  room.  Her  lover, 
Lefebvre,  a  police  sergeant,  enters.  He  discovers  the 
concealed  man  and  at  first  is  jealous;  then  believes 
Caterina  and  aids  her  to  effect  the  Count's  escape. 

Act  II 

Chateau  of  Compeigne.  Nineteen  years  have  passed 
by.  The  obscure  Napoleon  has  become  a  world  conqueror, 
and  many  of  his  followers  have  been  ennobled.  Le- 
febvre has  been  made  the  Duke  of  Danzig,  and  Caterina, 
his  wife,  is  really  a  Duchess.  But  she  is  still  sharp  of 
tongue  and  bourgeois  of  action,  so  much  so  that  the 
Emperor  counsels  Lefebvre  to  divorce  her.  This  the 
latter  laughingly  repeats  to  his  wife,  and  says  he  doesn't 
intend  to  do  anything  of  the  sort.  Their  old  acquaint- 
ance, Count  Neipperg,  now  enters.  He  has  been  dis- 
missed from  Court  for  his  too  open  admiration  of  the 
Empress.  He  is  in  despair  and  asks  his  friends  to  pro- 
cure for  him  a  last  interview  with  her.  Fouche,  now 
minister  of  police,  enters  to  announce  the  royal  ladies, 
for  whom  the  Duke  and  Duchess  are  to  give  a  reception. 
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The  flunkeys  try  to  tell  Madame  Sans  Gene  how  she  is 
to  deport  herself,  but  give  it  up  in  despair.  The  recep- 
tion which  follows  is  conducted  without  decorum.  The 
hostess  flouts  her  guests  to  their  faces,  and  it  is  with 
open  joy  they  hear  that  she  is  summoned  to  appear 
before  Napoleon,  to  answer  for  her  conduct. 

AOT  III 

The  Emperor's  Cabinet,  Napoleon  receives  Madame 
Sans  Gene,  and  reproaches  her  for  failing  to  shed  luster 
on  his  Court.  She  should  grant  her  husband  a  divorce 
and  retire  to  private  life.  She  retorts  that  her  husband 
would  not  exchange  her  for  the  proudest  princess.  Then 
waxing  eloquent  she  recites  the  glories  of  the  army  life, 
which  she  herself  has  followed.  She  calls  to  mind  their 
early  days  of  struggle,  and  even  shows  Napoleon  his 
own  unpaid  laundry  bill  of  nineteen  years  before. 
Touched  by  her  naivete,  the  Emperor  forgives  her  and 
stoops  to  kiss  the  scar  on  her  arm,  received  in  battle. 
As  she  is  about  to  retire,  Neipperg  enters  on  his  way  to 
the  Empress's  apartment.  There  is  a  sharp  encounter 
between  him  and  the  Emperor.  Caterina  tries  to  inter- 
vene, but  vainly. 

Act  IV 

The  Same.  Lefebvre  tells  his  wife  that  Neipperg  is 
sentenced  to  be  shot.  Napoleon  re-enters  in  much  agita- 
tion. Caterina  pleads  with  him  to  spare  the  Count,  but 
Napoleon  sternly  orders  her,  as  a  test,  to  knock  at  the 
Empress's  door  and  announce  Neipperg 's  presence.  She 
does  so  tremblingly.  The  door  opens  slightly  and  a 
note  is  handed  out.  It  dismisses  the  Count  and  com- 
pletely vindicates  the  Empress.  The  Count's  life  is 
spared,  and  the  scene  ends  amid  general  felicitations 
from  the  whole  Court. 
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Gliick  may  be  regarded  as  the  great-grandfather  of 
modern  opera.  He  is  the  earliest  composer  whose  works 
are  still  found  in  the  present-day  repertory.  Born  in 
"Weidenwang,  Palatine,  July  2,  1714,  he  was  from  the 
outset  of  his  career  a  musical  reformer  who  aroused  as 
intense  opposition  as  did  Wagner  at  a  later  day.  He 
studied  in  Milan  and  thus  came  under  the  Italian  influ- 
ence, but  his  first  operas  presented  in  Italy  met  with 
scant  success.  His  first  successful  work  was  *' Helena 
and  Paris."  In  1774  he  went  to  Paris,  where  he  pre- 
sented his  masterpieces,  among  them  ''Orpheus  and 
Eurydice,''  ''Armide,"  *'Iphigenia  in  Aulis,"  ''Iphi- 
genia  in  Tauris,"  and  *'Alcestes."  The  composer, 
Nicola  Piccini,  was  a  bitter  rival  of  his,  and  adherents 
of  the  two  frequently  came  to  blows.  Gliick  died  in 
Vienna,  November  15,  1787. 


ORPHEUS  AND  EURYDICE 

{Or' -fee-US  and  Too-rid' -i-see) 

(Orfeo.)  Legendary  Opera  in  Four  Acts.  Music  by 
Christopher  Gliick.  Book  by  Raniero  di  Calzabigi. 
First  produced  at  Vienna,  October  5,  1762. 

Scene:  Greece  and  the  Lower  World. 
Time:  Antiquity. 

CAST 

Orpheus,  a  sweet  singer  (Contralto). 
EuRYDiCE,  his  hride   (Soprano). 
Amor,  god  of  love  (Soprano). 

Furies,  Shades,  Friends  of  Orpheus,  etc. 
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ARGUMENT 

**  Orpheus  and  Eurydice"  is  based  upon  the  ancient 
Greek  legend  of  the  musician  who  went  into  the  depths 
of  Hades  to  rescue  his  dead  wife. 

Act  I 

The  Tomb  of  Eurydice.  Eurydice,  the  bride  of  Or- 
pheus, who  charms  all  things  by  his  music,  has  perished 
from  the  bite  of  a  serpent.  Orpheus  and  his  friends 
gather  around  her  tomb  to  lament  her  loss,  and  he  prays 
to  the  gods  to  restore  her  to  him.  He  is  ready  to  make 
any  sacrifice,  even  to  descend  into  Hades  itself  in  order 
to  rescue  her.  Touched  by  his  grief,  the  god  Amor  is 
sent  to  tell  him  he  may  make  the  journey,  trusting  only 
to  his  powers  of  song;  but  that  he  must  on  no  account 
turn  to  look  upon  the  face  of  his  wife,  else  Death  will 
again  seize  upon  her. 

Act  II 

Hades,  the  Abode  of  the  Departed.  The  shades  and 
furies  swarm  around  the  entrance  to  Hades  reviling 
Orpheus  for  having  attempted  to  enter;  but  he  sings  so 
sweetly  of  his  grief  and  present  quest  that  they  stand 
aside  and  allow  him  to  pass. 

Act  III 

Valley  of  the  Blest.  In  the  midsi;  of  Hades  is  the 
Valley  of  the  Blest,  where  dwell  the  pure  in  heart.  Here 
Orpheus  on  his  journey  finally  finds  his  wife.  The 
others  cannot  understand  why  she  wishes  to  return,  but 
touched  by  his  song  lead  her  to  him.  He  does  not  turn 
to  look  at  her,  but  with  averted  face  takes  her  hand  and 
leads  her  from  the  valley. 

Act  IV 

A  Forest  Before  a  Cave.  After  a  long  upward  jour- 
ney, Orpheus  leads  his  wife  through  a  cave,  finally 
emerging  into  a  dense  forest.  Still  he  does  not  look 
at   her.   but   calling   back   urges  that   she    follow   him 
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quickly.  She  complains  that  he  is  indifferent  to  her; 
that  he  has  not  given  her  so  much  as  a  single  glance. 
Without  his  love  she  v^ould  prefer  death.  She  continues 
this  plaint  until  he  can  resist  no  longer  and  turns  to 
reassure  her.  Immediately  she  sinks  to  the  ground  life- 
less. Orpheus  bitterly  reproaches  himself,  and  while 
lamenting,  the  god  Amor  again  appears  to  him  and  says 
that  since  he  has  suffered  and  toiled  greatly  he  will  be 
forgiven.  With  a  touch  he  restores  Eurydice  to  life 
and  to  her  husband's  arms. 


ABMIDE 

(Ar-meed) 

Romantic  Opera  in  Five  Acts.  Music  by  Christopher 
W.  Gliick.  Book  by  Quinault,  founded  upon  Tasso's 
^'Jerusalem  Delivered. '^  First  produced  at  the  Acad- 
emic Royale  de  Musique,  Paris,  September  23,  1777. 

Scene:  Damascus  and  Environs. 
Time:  The  First  Crusade,  1098  jl.d. 

CAST 

Armide,  a  sorceress  (Soprano). 
Phenice,  her  friend  (Soprano). 
SiDONiE,  her  friend  (Soprano). 
HiDROAT,  King  of  Damascus  (Baritone). 
Aront,  his  chief  of  staff  (Basso). 
RiNALDO,  Commander  of  Crusaders  (Tenor), 
Artemidor,  a  Crusader  (Tenor). 
UbaldO;,  a  Knight  (Baritone). 
A  Danish  Knight  (Tenor). 

Demons,  Naiads,  Knights,  Courtiers, 
Servants,  etc. 

ARGUMENT 

*'Armide"  is  a  legendary  episode  connected  with  the 
Crusade  under  Godfrey  of  Bouillon.  His  chief  officer 
falls  under  the  power  of  a  beautiful  sorceress. 
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Act  I 

The  Palace  of  Armide.  The  Princess  Armide  is  famed 
both  for  her  beauty  and  her  powers  of  magic.  She  has 
remained  unwed,  although  Hidroat,  the  King,  is  desirous 
for  her  to  choose  a  husband.  But  she  cannot  free  her 
mind  from  the  thought  of  Rinaldo,  the  victorious  Cru- 
sader. At  every  new  word  of  his  conquests  her  heart  is 
torn  by  hatred  of  him  as  an  enemy  of  her  country,  and 
love  of  him  as  a  hero.  Tidings  are  received  that  the 
Saracen  host  is  at  last  victor  in  a  battle,  but  this  is 
disproved  by  a  later  messenger  and  the  arrival  of 
Aront  's  army  which  has  again  suffered  defeat.  All  swear 
vengeance  against  the  Christian  army. 

Act  II 

An  Enchanted  Garden.  Rinaldo,  the  Crusader,  while 
wandering  in  the  desert,  suddenly  finds  himself  in  an 
enchanted  garden,  conjured  up  by  the  wiles  of  Armide. 
Naiads  rise  up  before  him  and  sing  him  to  sleep.  While 
reclining  under  a  bower  of  roses,  insensible,  the  sorceress 
advances  toward  him  with  drawn  dagger.  At  last  she 
has  her  country's  enemy  within  her  power.  But  the 
sight  of  the  man  of  her  dreams  once  more  kindles  love 
in  her  heart;  the  sorceress  is  lost  in  the  woman,  and 
she  clasps  him  in  her  arms. 

Act  III 

The  Palace  of  Armide.  Again  in  Her  palace,  Armide 
is  torn  among  the  mingled  feelings  of  love,  hate,  pride, 
and  remorse.  Instead  of  striking  her  enemy  she  has 
yielded  to  him.  She  summons  before  her  the  Demon  of 
Hate,  who  warns  her  that  for  this  indecision  Rinaldo 
will  yet  escape  her.  Instead  of  nerving  her  fury,  this 
only  redoubles  her  love,  and  the  Demon  in  anger  dis- 
appears. 

Act  IV 

The  Enchanted  Garden.  Rinaldo  has  continued  under 
the  power  of  the  sorceress.  The  Crusaders,  alarmed  by 
his  absence,  send  Ubaldo  and  a  Danish  knight  in  search 
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of  him.  At  their  approach  Armide  bars  their  path,  but 
is  compelled  to  fall  back  powerless  before  a  consecrated 
scepter  borne  by  Ubaldo.  Other  visions  appear  at  Ar- 
mide's  command,  but  are  dissipated  by  the  scepter. 

Act  V 

The  Palace  (sometimes  comhined  with  the  Garden 
scene).  Armide  conveys  her  lover  to  the  palace  and 
seeks  to  entertain  him  by  ballets  and  tableaux.  He  for- 
gets his  past  life  while  subject  to  her  wiles.  She  leaves 
the  room  for  an  interval,  and  Ubaldo  and  the  Danish 
knight  enter,  carrying  the  scepter  and  a  highly  polished 
shield  which  when  held  up  before  Rinaldo  reveals  to 
him  the  warrior  he  formerly  was.  Roused  to  action  by 
this  vision,  he  grasps  his  sword  just  as  Armide  returns. 
She  implores  him  to  remain  with  her.  "When  he  refuses 
and  departs  with  the  Crusaders  she  sets  fire  to  her 
palace  and  perishes  in  the  flames. 

IPHIGENIA   IN  AULIS 

{If-ee-zTiee-ny'-a  in  Ah' -Us) 

Legendary  Opera  in  Three  Acts.  Music  by  Christopher 
Gliick.  Book  by  Frangois  Guillard.  First  produced 
at  Paris,  1777. 

Scene:  Aulis. 

Time:  After  the  Trojan  War. 

CAST 

Agamemnon,  King  of  the  Greeks  (Basso). 
Clytemnestra,  wife  of  Agamemnon  (Contralto). 
Iphigenia,  daughter  of  Agamemnon   (Soprano). 
Calchas,  the  High  Priest  (Baritone). 
Achilles,  a  warrior  (Tenor). 

Soldiers,  Courtiers,  Priests,  etc. 

ARGUMENT 

Although  this  opera  does  not  rank  with  **Iphigenia 
in  Tauris,'*  it  is  yet  worthy  of  preservation  on  its  own 
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account.    And  its  plot  may  be  regarded  as  the  first  part 
of  the  tragedy. 

Act  I 

Camp  of  Agamemnon.  After  the  Greek  victory  at 
Troy,  the  victorious  soldiers  seek  to  return  home,  but 
an  unfavorable  wind  detains  them.  The  High  Priest 
states  that  the  gods  can  only  be  appeased  by  an  innocent 
offering.  Agamemnon  is  urged  to  sacrifice  his  daughter, 
Iphigenia.  The  king  is  torn  between  his  mistaken  sense 
of  duty  and  his  love  for  his  child.  Iphigenia  is  be- 
trothed to  Achilles,  and  the  two  prepare  for  their  nup- 
tials, unmindful  of  the  secret  danger. 

Act  II 

Portico  of  the  Temple.  Iphigenia  is  adorned  for  her 
wedding,  and  Achilles  comes  to  lead  her  to  the  altar, 
when  Agamemnon's  messenger  informs  them  that  death 
awaits  Iphigenia. 

Clytemnestra,  in  despair,  appeals  to  Achilles,  and  the 
bridegroom  swears  to  protect  Iphigenia.  She  alone  is 
resigned  in  the  belief  that  it  is  her  father's  will  that  she 
should  face  this  dreadful  duty.  Achilles  reproaches 
Agamemnon  and  leaves  the  unhappy  father  a  prey  to 
mental  anguish.  At  last  he  decides  to  send  mother  and 
daughter  to  Mykene,  and  to  hide  them  there  until  the 
wrath  of  the  goddess  is  appeased. 

Act  III 

Before  the  Tent  of  Agamemnon.  The  soldiers  crowd 
before  the  king  and  demand  the  sacrifice.  While  Achil- 
les implores  Iphigenia  to  flee  with  him,  she  stands  ready 
to  offer  herself  on  the  bloody  altar.  Her  mother  in  turn 
offers  to  take  her  place,  but  the  girl  will  not  consent. 
Just  as  the  priest  is  ready  to  plunge  his  knife  in  the 
victim,  the  goddess  Diana  appears  and  saves  her;  de- 
claring that  she  does  not  want  her  blood,  but  her  life 
and  service  as  priestess  in  a  foreign  land. 
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IPHIGENIA   IN   TAURI8 

{If-ee-zhee-ny'-a  in   Tav^-ris^ 

Legendary  Opera  in  Four  Acts  by  Christopher  Gliick. 
Book  by  Francois  Guillard.  First  produced  at  the 
Academic  de  Musique,  Paris,  May  18,  1779. 

Scene:  Tauris. 

Time  :  After  the  Trojan  War. 

CAST 

Iphigenia,  priestess  of  Diana  (Soprano), 
Orestes,  her  brother  (Baritone). 
Pylades,  his  friend  (Tenor). 
Thoas,  King  of  Scythia  (Basso). 
Diana  (Soprano). 

Scythians,  Priestesses  of  Diana. 

ARGUMENT 

An  opera  which  takes  very  high  rank  among  early 
compositions.  Both  book  and  music  are  classic  and  so 
harmonious  that  Herder  called  the  opera  "sacred." 
The  plot  follows  "Iphigenia  in  Aulis,'*  in  point  of  time. 

Act  I 

Before  the  Temple  of  Diana.  Iphigenia,  King  Aga- 
memnon's daughter,  who  has  been  saved  by  the  goddess 
Diana  from  death  at  the  altar  of  Aulis,  has  been  carried 
in  a  cloud  to  Tauris,  where  she  serves  as  high-priestess 
in  the  Scythian  temple.  Here  we  find  her,  after  having 
performed  her  cruel  service  for  fifteen  years.  Human 
sacrifices  are  required,  but  more  than  once  she  has  saved 
her  victims. 

She  is  troubled  by  a  dream  in  which  her  father  is 
fatally  wounded  by  her  mother,  and  she  herself  is  com- 
pelled to  kill  her  brother  Orestes.  Thoas,  King  of  the 
Scythians,  orders  her  to  sacrifice  two  strangers  who 
have  been  thrown  on  his  shores.  They  arc  Orestes  and 
his  friend  Pylades. 
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Act  II 

Temple  of  Diana.  Orestes  bewails  his  fate.  Pylades 
sings  of  his  undying  friendship  for  him.  Pylades  is 
separated  from  Orestes,  who  temporarily  loses  his  mind. 
Iphigenia  questions  him.  Orestes  refrains  from  disclos- 
ing his  identity.  He  tells  her  that  he  is  from  Mycene, 
that  Agamemnon  has  been  slain  by  his  wife,  and  that 
her  son,  Orestes,  has  slain  her  in  revenge,  and  is  him- 
self dead.  Of  the  once  great  family  only  a  daughter, 
Electra,  remains. 

Act  III 

Temple  of  Diana.  Iphigenia  is  struck  with  the  re- 
semblance of  the  stranger  to  her  brother  and,  in  order 
to  save  him  from  the  sacrifice  demanded  by  Thoas, 
charges  him  to  deliver  a  letter  to  Electra.  He  declines 
to  leave  Pylades.  The  latter  only  agrees  to  take  the 
letter  because  he  hopes  to  bring  aid  to  Orestes. 

Act  IV 

Altar  of  the  Temple.  Orestes  is  led  to  the  sacrifice. 
Iphigenia  vainly  tries  to  lift  her  dagger  against  this 
stranger  but  an  inner  voice  forbids.  At  last  when  on 
the  point  of  striking,  Orestes  reveals  himself  to  her. 
A  touching  scene  ensues,  and  Iphigenia  declares  to  the 
King  that  she  will  die  with  her  brother.  At  this  moment 
Pylades  at  the  head  of  a  rescue  party  enters  the  temple. 
A  combat  ensues  in  which  Thoas  is  killed.  Diana  ap- 
pears, pardons  Orestes,  and  returns  to  the  Greeks  her 
likeness  which  the  Scythians  had  stolen  when  they  built 
their  infamous  temple. 


CARL    GOLDMARK 

A  Hungarian  musician,  born  in  Keszthely,  May  18, 
1832.  He  is  known  chiefly  as  the  composer  of  three 
operas:  ''The  Queen  of  Sheba,''  ''Merlin,"  and  "The 
Cricket  on  the  Hearth."  The  first-mentioned  was  pro- 
duced in  Vienna,  in  1875,  where  also  "Merlin"  had  its 
premiere.  "The  Cricket  on  the  Hearth"  has  been 
transplanted  to  this  country,  where  it  was  sung  in  New 
York  in  1910. 


THE  CRICKET  ON  THE  HEARTH 

(Das  Heimchen  am  Herd.)  Light  Opera  in  Three  Acts. 
Music  by  Carl  Goldmark.  Book  by  A.  M.  Willner. 
After  the  story  by  Charles  Dickens.  First  produced 
at  Berlin,  June  27,  1896. 

Scene:  England. 

Time  :  Early  part  of  the  Nineteenth  Century. 

CAST 

John,  a  mail-carrier  (Baritone). 
Dot,  his  wife  (Soprano). 

Tackleton,  a  manufacturer  of  dolls   (Basso). 
May,  a  girl  in  his  employ  (Mezzo-Soprano). 
Edward  Plummer,  her  suitor  (Tenor). 
The  Cricket,  a  guardian  spirit  (Soprano). 
Chorus  of  Cricket  Elves,  Villagers,  etc. 

ARGUMENT 

The  well-known  story  by  Dickens  has  been  followed 
in  this  opera,  which  is  an  intermingling  of  romance  and 
domestic  felicity. 
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Act  I 

Room  in  John's  House.  John,  the  mail-carrier,  and 
his  wife  Dot,  live  modestly  but  contentedly.  Only  one 
thing  is  lacking  to  make  their  home  complete,  and  that 
is  the  advent  of  a  child.  A  chorus  of  friendly  crickets 
is  heard,  followed  by  a  song  from  their  especial  guard- 
ian of  the  house.  To  this  sweet  singer  Dot  confides  her 
secret  of  the  looked-f or  child.  Dot 's  friend.  May,  enters, 
bemoaning  her  fate  that  she  is  compelled  to  marry  her 
rich  old  employer,  Tackleton,  who  runs  a  doll  factory. 
May  has  waited  in  vain  for  seven  years  for  the  return 
of  her  lover,  Edward  Plummer,  and  now  feels  that  she 
must  marry  Tackleton  to  please  her  foster  father.  Not 
long  after  she  departs,  the  horn  of  the  postman  is  heard, 
and  John  enters,  accompanied  by  a  sailor.  None  recog- 
nizes in  this  bearded  stranger  the  long-lost  Edward. 

Act  II 

A  Garden.  The  time  is  approaching  for  the  wedding 
of  May  and  Tackleton.  They  take  supper  with  John 
and  Dot,  the  mysterious  stranger  making  a  fifth.  The 
sailor,  however,  is  a  disturbing  element.  He  does  not 
seem  to  like  the  attentions  of  Tackleton  toward  May, 
and  endeavors  to  awaken  her  interest — with  consider- 
able success — by  showing  her  a  case  of  jewels  he  has 
brought  from  foreign  shores.  He  wants  her  to  accept 
some  of  them,  but  Tackleton  will  not  agree.  There- 
upon, the  stranger  bestows  them  upon  Dot,  who  accepts 
them  with  much  roguish  glee.  Her  own  husband  be- 
comes jealous,  especially  when  Dot  persists  in  teasing 
him.  The  Cricket  on  the  Hearth  soothes  him.  He  falls 
asleep  and  dreams  that  the  baby  boy  he  has  longed 
for  is  a  reality,  and  that  the  child  is  already  driving 
the  postman's  cart. 

Act  III 

Room  in  John's  House.  It  is  the  day  of  May's  wed- 
ding to  Tackleton.  She  is  more  than  ever  depressed. 
She  continually  thinks  of  her  absent  lover,  and  the  ar- 
rival of  this  sailor  has  emphasized  her  longings.  Just 
at  this  moment  she  hears  him  singing  outside  her  cot- 
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tage  window  an  old  song  that  Edward  used  to  sing. 
Musing  aloud,  she  says  that  she  will  refuse  Tackleton, 
and  remain  true  to  her  old  love.  Overhearing  this, 
Edward  rushes  into  the  room  and  reveals  his  identity. 
They  are  reunited.  A  few  moments  later  Tackleton 
drives  up  in  his  carriage,  to  take  May  to  the  church, 
and  is  in  a  great  rage  when  he  learns  who  the  stranger 
is.  His  anger  is  redoubled  as  Edward  calmly  appropri- 
ates both  his  bride  and  his  carriage,  while  the  villagers 
crowd  around  and  prevent  his  following.  May  and 
Edward  are  married,  and  the  concluding  tableau  re- 
veals four  happy  people,  for  John  has  long  since  learned 
why  his  faithful  Dot  favored  the  stranger,  and  also  that 
his  own  hopes  for  a  little  newcomer  in  his  home  will 
soon  be  realized. 


CHARLES  FRANQOIS  GOUNOD 

Although  one  of  the  most  popular  and  voluminous  of 
French  composers,  Gounod's  fame  will  rest  largely  upon 
one  opera,  ''Faust.''  Gounod  was  born  in  Paris,  June 
17,  1818,  and  studied  at  the  Paris  Conservatory,  where 
he  won  first  prize  for  composition  at  the  age  of  twenty- 
one.  He  was  sent  to  Rome  to  complete  his  musical 
education,  where  he  specialized  on  church  music,  a  field 
in  which  he  was  interested  all  his  life.  We  find  traces 
of  this  predilection  in  ''Faust."  He  published  many 
masses,  hymns,  motets,  and  sacred  songs.  In  1851  he 
produced  his  first  opera,  "Sappho,"  at  Paris.  This 
was  followed  by  a  comic  opera  ("The  Physician  in  Spite 
of  Himself,"  based  on  Moliere's  comedy) ;  and 
"Faust,"  in  1859.  The  latter  at  once  brought  Gounod 
to  commanding  notice,  and  still  remains  one  of  the  most 
popular  of  all  operas.  Other  operas  by  him  are  "Phile- 
mon and  Baucis"  (1860);  "The  Queen  of  Sheba" 
(1862);  "Mireille"  (1864);  "Romeo  and  Juliet" 
(1867);  "Polyeucte"  (1878);  and  "The  Tribute  of 
Zamora"  (1881).  Gounod  died  in  St.  Cloud,  France, 
October  18,  1893. 

FAVST 

(Fowst) 

Tragic  Opera  in  Five  Acts.  Music  by  Charles  Gounod. 
Book  by  Barbier  and  Carre,  after  Goethe's  drama. 
First  produced  at  the  Lyric  Theatre,  Paris,  March 
19,  1859. 

Scene:  A  German  ViUage. 
Time:  The  Eighteenth  Century. 

CAST 

Faust,  a  philosopher  (Tenor). 
Mephistopheles,  the  evil  one  (Basso). 
Yalentin,  brother  of  Marguerite  (Baritone) 
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Bbander,  a  student  (Baritone). 
SiEBEL,  a  student  (Soprano). 
Marguerite,  a  village  girl  (Soprano). 
Martha,  her  servant  (Contralto). 

Students,  Soldiers,  Citizens,  Servants, 
Fiends,  Angels. 

ARGUMENT 

This  version  of  the  Faust  legend  has  remained  the 
most  steadily  popular  of  all.  It  follows  the  first  book 
of  the  Goethe  tragedy  faithfully,  and  the  music,  although 
by  a  French  composer,  is  closely  in  harmony  with  its 
spirit. 

Act  I 

Faust's  Study.  The  philosopher  Faust  has  spent  his 
lifetime  in  study,  and  now  feels  that  he  is  growing  old 
and  that  there  is  nothing  else  to  live  for.  He  resolves 
to  end  it  all  with  a  dose  of  poison,  but  his  hand  is  stayed 
by  the  sound  of  Easter  carols.  Mephistopheles  enters 
and  promises  him  a  new  lease  of  life  and  many  joys 
which  he  has  missed,  if  he  will  sell  his  soul.  The  fiend 
then  shows  him  a  vision  of  Marguerite.  Faust  consents 
to  the  compact  and  is  transformed  into  a  handsome 
youth. 

Act  II 

An  Open  Square.  A  festival  is  in  progress,  and 
students,  soldiers,  and  citizens  wander  about  singing  and 
making  merry.  Valentin  has  enlisted  as  a  soldier,  but 
dislikes  to  go  away  leaving  his  sister,  Marguerite,  un- 
protected. Siebel,  a  boy,  promises  to  be  her  champion. 
Mephistopheles  now  joins  the  throng  of  merry-makers 
and  arouses  popular  interest  by  telling  fortunes.  He 
jests  with  Siebel  on  the  subject  of  Marguerite,  and 
Valentin  overhears  and  resents  his  slurring  remark. 
They  draw  their  swords,  but  the  fiend  traces  a  circle 
of  fire  around  himself.  Valentin  and  his  friends  hold 
up  their  swords  like  crosses  and  the  evil  one  slinks  away. 
The  dance  continues,  and  Faust  enters  and  offers  his 
arm  to  Marguerite,  but  she  repulses  him. 
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Act  III 


Marguerite's  Garden.  Siebel  brings  a  bouquet  to 
Marguerite,  but  the  flowers  fade  until  he  dips  them  in 
holy  water.  He  then  leaves  them  on  the  doorstep  and 
departs.  Faust  and  Mephistopheles  now  enter,  the  fiend 
urging  Faust  to  press  his  suit.  Seeing  the  flowers, 
Mephistopheles  departs  to  purchase  a  finer  present.  He 
soon  returns  with  a  casket  of  jewels  which  he  places 
beside  the  flowers  and  both  retire.  Marguerite  enters 
pondering  over  the  handsome  young  gallant  she  saw  in 
the  market-place.  She  finds  the  casket  and  is  delighted 
with  the  glittering  gems,  but  does  not  wish  to  keep 
them.  Martha,  her  companion,  sees  them  and  tells  her 
she  would  be  foolish  to  reject  them.  The  fiend  and 
Faust  return,  and  the  former  beguiles  Martha  into  a 
retired  corner  of  the  garden,  leaving  the  coast  clear  for 
Faust,  who  wooes  Marguerite  so  ardently  and  persist- 
ently that  the  girl  yields  to  his  desires. 

Act  IV 

Scene  1.  A  City  Street.  The  soldiers  return  victori- 
ous from  war,  among  them  Valentin.  But  his  joy  at 
seeing  his  sister  again  gives  way  to  fury  when  he  learns 
that  she  has  been  betrayed.  At  dusk,  Mephistopheles 
and  Faust  approach  Marguerite's  home  and  the  fiend 
sings  a  mocking  serenade.  Valentin  rushes  out  to  avenge 
his  sister's  wrongs  and  crosses  swords  with  Faust,  but 
the  latter,  aided  by  the  evil  one,  gives  Valentin  his  death 
blow.  People  rush  in,  and  Marguerite  bends  over  her 
dying  brother,  only  to  hear  him  curse  her  with  his  last 
breath. 

Scene  2.  Interior  of  the  Church.  Marguerite  goes 
to  the  church  and  endeavors  to  pray,  but  the  mocking 
fiend  intrudes  even  here  and  tells  her  she  is  damned 
forever.    She  falls,  overcome,  upon  the  floor. 

Act  V 

Scene  1.  Walpurgis  Revel.  Mephisto  conducts  Faust 
to  the  witch  revels  of  Walpurgis  night,  but  Faust  orders 
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him  to  go  to  the  succor  of  Marguerite.     (Scene  often 
omitted.) 

Scene  2,  The  Prison  Cell.  Marguerite  is  ill  and 
half-mad,  awaiting  judgment  for  her  misdeeds.  Faust 
appears  to  her  and  urges  her  to  cast  in  her  lot  with  him 
and  flee.  She  refuses  to  go  and  says  that  she  will  submit 
to  the  will  of  Heaven.  Faust  and  the  fiend  both  urge 
haste,  but  Marguerite  kneels  in  prayer.  The  prison 
walls  open  and  angels  rescue  her  and  carry  her  upward, 
while  the  fiend  claims  Faust  as  his  own. 


MIREILLE 

( Mir-d-yuh) 

Romantic  Opera  in  Four  Acts.  Music  by  Charles 
Gounod.  Book  by  Paul  Carre,  after  the  story 
''Mireo,*'  by  Frederic  Mistral.  First  produced  at 
Paris,  in  1878. 

Scene:  Southern  France. 
Time:  Recent  times. 

CAST 

Ramon,  a  wealthy  farmer  (Baritone). 
MiREiLLE,  his  daughter   (Soprano). 
Vincent,  her  suitor  (Tenor). 
Taven,  a  reputed  witch  (Contralto). 
OuRRiAS,  a  cattle-owner  (Basso). 
Andreloun,  a  shepherd  hoy  (Tenor). 
Villagers,  Sisters,  etc. 

Act  I 

A  Village  Square.  Mireille,  the  daughter  of  Ramon, 
a  wealthy  planter,  is  the  subject  of  innocent  raillery  on 
the  part  of  her  girl  friends,  because  of  Vincent,  her 
sweetheart.  The  girl  naively  confesses  her  passion,  al- 
though Taven,  an  aged  crone,  warns  her  to  conceal  her 
sentiments. 
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Act  II 

The  Arena  at  Aries.  At  a  village  festival  the  young 
lovers  meet  again.  Taven  again  sees  them  and  warns 
the  girl  to  beware  of  Ourrias,  a  brutal  cattle-owner, 
who  has  sworn  to  marry  Mireille,  and  is  backed  in  his 
suit  by  her  father.  Nevertheless,  she  repulses  Ourrias, 
who  reports  his  discomfiture  to  Ramon. 

Act  III 

A  Harvest  Festival.  The  villagers  all  make  merry 
over  the  harvest.  Ramon  and  his  household  join  them, 
but  Mireille  is  downcast.  Her  melancholy  is  increased 
by  news  that  her  rival  suitors  have  quarreled,  and  Our- 
rias has  wounded  Vincent  with  a  pitchfork.  Taven 
nurses  the  wounded  man,  while  Mireille  undertakes  a 
pilgrimage  to  a  neighboring  shrine  to  pray  for  his 
recovery. 

Act  IV 

The  Shrine  of  St.  Mary's.  Mireille  is  so  distraught 
that  her  mind  is  affected.  Vincent,  restored  to  health, 
meets  her  at  the  famous  shrine,  and  this  and  the  sacred 
music  unite  to  restore  her  faculties.  Her  father  at 
last  consents  to  her  union  with  Vincent. 


ROMEO   AND   JULIET 

{Ro'-meo  and  Ju'-liet) 

Tragic  Opera  in  Five  Acts.  Music  by  Charles  Francois 
Gounod.  Book  by  Barbier  and  Carre,  after  the  play 
by  Shakespeare.  First  produced  at  the  Theatre  Lyr- 
ique,  Paris,  April  27,  1867. 

Scene:  Verona. 

Time:  The  Fourteenth  Century. 

CAST 

The  Prince  of  Verona  (Basso). 
Count  of  Paris,  his  kinsman  (Baritone). 
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Capulet,  a  nobleman  (Basso). 
Juliet,  his  daughter  (Soprano). 
Gertrude,  her  nurse  (Contralto). 
Tybalt,  nephew  to  Capulet  (Tenor). 
Romeo,  a  Montague  (Tenor). 
Mercvtio,  his  friend  (Baritone). 
Stefano,  page  to  Romeo  (Soprano). 
Benvolio,  friend  of  Romeo  (Tenor). 
Gregorio,  servant  to  Capulet  (Baritone). 
Friar  Laurence  (Basso). 
Friends  of  Capulet  and  Montague,  Retainers 
of  the  Prince,  etc. 

ARGUMENT 

Gounod's  opera  follows  closely  the  accepted  version 
of  the  story  of  * '  Romeo  and  Juliet, ' '  following  the  plot, 
by  acts,  of  Shakespeare's  drama.  Still  earlier  versions 
were  the  French  tale  of  Boisteau  and  the  Italian  novel  of 
Bandelio. 

Between  the  Veronese  houses  of  Capulet  and  Mon- 
tague exists  a  bitter  enmity.  Open  warfare  of  their 
retainers  has  continued,  until  the  Prince  threatens  the 
banishment  of  the  next  person  to  engage  in  the  quarrel. 

Act  I 

Reception  Hall  in  the  Mansion  of  Capulet.  The  head 
of  the  house  of  Capulet  gives  a  fete  in  honor  of  his 
daughter,  Juliet.  Romeo,  a  Montague,  comes  unbidden 
to  the  liouse  and  immediately  falls  desperately  in  love 
with  the  fair  young  heiress.  She  likewise  has  eyes  for 
none  but  him.  Tybalt,  a  kinsman  of  Capulet,  discovers 
the  intruder's  identity  and  wishes  to  draw  upon  him, 
but  is  prevented  by  the  host  who  will  not  override  the 
laws  of  hospitality. 

Act  II 

Capulet 's  Garden.  Romeo  lingers  beneath  the  bal- 
cony of  Juliet,  and  is  overjoyed  to  hear  her  come  forth 
and  confess  her  love  for  the  young  stranger,  to  the 
moon  and  stars.  He  makes  his  presence  known,  and 
the  two  plight  their  troth.     Servants  of  Capulet  inter- 
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rupt  them,  but  only  temporarily.     They  plan  a  speedy 
marriage. 

Act  III 

Scene  1.  Friar  Laurence's  Cell.  The  two  lovers  meet 
clandestinely  in  the  cell  of  Friar  Laurence,  and  he 
consents  to  unite  them,  thinking  that  this  will  bring 
about  peace  between  the  warring  families. 

Scene  2.  A  City  Street.  While  walking  abroad  with 
his  friends,  Romeo  is  accosted  by  Tybalt,  who  rails  at 
him  for  having  gone  to  the  Capulet  home.  Romeo  is 
doubly  anxious  to  keep  the  peace  at  this  time,  and  an- 
swers him  softly.  But  soft  words  will  not  satisfy  either 
party.  Mercutio,  a  Montague,  draws  upon  Tybalt  and 
is  slain  by  the  latter.  Romeo,  in  just  vengeance,  then 
crosses  swords  and  slays  Tybalt.  The  Prince  orders  his 
immediate  banishment  from  the  city. 

Act  IV 

'Juliet  *s  Bedchamher.  Romeo  comes  to  bid  his  bride 
farewell;  he  cannot  tarry  on  pain  of  death.  When  he 
is  gone,  Capulet  enters  to  inform  his  daughter  that  a 
wedding  has  been  arranged  between  her  and  the  Count 
of  Paris.  She  pleads  for  delay  but  unavailingly,  and 
she  dares  not  tell  her  father  of  her  existing  marriage. 
In  despair  she  consults  the  friar,  who  gives  her  a  sleep- 
ing potion  'which  causes  the  semblance  of  death.  She 
is  to  be  entombed,  and  Romeo  is  to  be  informed  of  the 
stratagem  and  rescue  her. 

Act  V 

The  Tomh  of  the  Capulets.  Before  Romeo  can  re- 
ceive word  from  the  friar  as  to  Juliet's  feigned  death, 
he  hears  that  she  is  really  no  more.  He  hastens  back 
to  Verona  and  the  tomb  where  she  lies.  At  the  gate 
he  encounters  Paris  and  strikes  him  to  the  ground. 
Within  he  finds  his  bride  apparently  lifeless.  He  drinks 
a  vial  of  poison  and  casts  himself  upon  her  bier.  At 
this  moment  she  awakens  from  her  trance  and  learns 
what  he  has  done.  He  perishes  in  her  arms,  and  she 
seizes  his  dagger  and  stabs  herself. 


HENRY  K.  HADLEY 

An  American  composer,  born  in  Somerville,  Mass.,  in 
1871.  Studied  music  in  Boston  and  Vienna.  He  is 
chiefly  known  as  a  song  writer  and  composer  for  the 
piano,  having  written  over  150  such  pieces.  He  has 
also  composed  ballets  and  orchestral  numbers.  He 
wrote  two  operas,  ''Azora'*  and  "Bianca,"  prior  to 
*' Cleopatra's  Night." 

CLEOPATRA'S  NIGHT 

(Clee-o-pay'-trah's  Night) 

Komantic  Opera  in  Two  Acts.  Music  by  Henry  Hadley. 
Book  by  Alice  Leal  Pollock,  after  the  story  by  Theo- 
phile  Gautier.  First  produced  at  the  Metropolitan 
Opera  House,  New  York,  January  31,  1920. 

Scene:  Egypt. 
Time:  Antiquity. 

CAST 

Cleopatra,  Queen  of  Egypt  (Soprano). 

Mardion,  an  attendant  (Contralto). 

Iras,  an  attendant  (Contralto). 

Meiamoun,  a  hunter  (Tenor). 

Marc  Antony,  a  Roman  general  (Baritone). 

A  Eunuch  (Tenor). 

Chief  Officer  (Baritone). 

Attendants,  Dancing  Girls,  Soldiers,  etc. 

ARGUMENT 

Act  I 

Cleopatra's  Summer  Palace.^  The  Egyptian  Queen 
has  retired  to  her  baths  to  rest  and  refresh  herself 
against  the  coming  of  Marc  Antony  on  the  morrow. 
Suddenly  an  arrow  falls  close  beside  her,  but  it  bears 
only  the  message,  "I  love  you,"  on  a  bit  of  papyrus. 
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Before  the  Queen  can  recover  from  her  surprise  at  this 
audacity,  a  young  hunter  appears,  who  confesses  that 
he  has  shot  the  love  message,  and  pleads  his  fierce  pas- 
sion for  the  Queen  by  way  of  excuse.  **Do  you  love 
me  enough  to  die  for  me?"  asks  the  Queen.  *'I  do," 
answers  Meiamoun  boldly.  **Then  I  will  give  myself 
to  you  to-night,"  responds  Cleopatra,  "if  you  are  con- 
tent to  die  to-morrow."  The  young  man  accepts  her 
terms,  although  Mardion,  a  lady-in-waiting  who  loves 
him,  tries  to  dissuade  him.  Unsuccessful,  she  stabs  her- 
self as  Meiamoun  and  Cleopatra  float  away  on  the  royal 
barge. 

Act  II 

Terrace  of  the  Palace.  Morning.  The  young  hunter, 
attired  like  a  prince,  is  seated  by  the  side  of  the  Queen 
•watching  the  dancing  girls,  when  a  slave  enters  bearing 
the  poisoned  draught.  Cleopatra  relents  and  would 
postpone  his  doom,  but  news  of  the  arrival  of  Antony 
prevents.     Meiamoun  drains  the  cup  and  falls  lifeless. 


JACQUES  HALEVY 

Halevy  was  a  French  composer,  of  Jewish  extrac- 
tion, who  was  born  in  Paris,  May  27,  1799.  His  musical 
education  was  completed  in  the  Paris  Conservatory  and 
at  Rome.  In  the  latter  city  he  devoted  himself  to 
church  music,  as  did  his  pupil  Gounod,  and  strove  to 
interpolate  it  into  his  first  operas,  "The  Bohemian" 
and  "Pygmalion."  His  first  success  was  "Clari" 
(1828).  A  comic  opera,  "The  Dilettante  Avignon,"  the 
next  year,  was  also  successful,  and  the  two  paved  the 
way  for  "The  Jewess"  (1835),  which  made  him  famous, 
and  on  which  his  fame  still  rests.  He  wrote  eight  or 
ten  other  operas  which  are  now  forgotten.  Halevy  exer- 
cised great  influence  over  later  musicians,  among  them 
Gounod  and  Bizet,  through  his  teaching  at  the  Con- 
servatory.   He  died  in  Nice,  March  17,  1862. 


LA  JUIVE 

{La  Zhoo-ee/ve) 

"The  Jewess."  Tragic  Opera  in  Five  Acts.  Music  by 
Jacques  Halevy.  Text  by  Eugene  Scribe.  First  pro- 
duced at  the  Grand  Opera,  Paris,  1835. 

Scene:  Constance. 
Time:  1414. 

CAST 

Eleazar,  a  Jewish  jeweller  (Basso). 
Recha,  his  foster  daughter  (Soprano). 
Cardinal  di  Brogni  (Baritone). 
Prince  Leopold  (Tenor). 
Ruggiero,  a  judge  (Baritone). 
Princess  Eudora,  the  Emperor's  niece  (Contralto). 
Courtiers,  Soldiers,  Citizens,  Jews,  etc. 
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ARGUMENT 

A  tense  and  dramatic  opera  involving  a  conflict  of 
creeds,  racial  prejudice,  and  filial  love. 

Act  I 

A  Street.  The  Catholic  party  is  celebrating  a  victory 
over  the  Hussites,  a  heterodox  party.  They  decide  to 
take  equally  stern  measures  with  the  Jews,  and  all  their 
shops  are  ordered  closed,  under  pain  of  death.  But 
Eleazar,  a  prominent  jeweler,  keeps  his  open.  He  is 
seized  and  sentenced  to  death,  when  Cardinal  di  Brogni 
intercedes  for  him  and  protects  him  from  the  anger  of 
the  crowd.  The  Cardinal  has  a  secret  liking  for  the 
Jew  and  his  daughter  Recha,  and  hopes  that  the  Jew 
can  give  him  some  intelligence  of  his  own  long-lost 
daughter.    But  despite  his  favor,  Eleazar  mistrusts  him. 

Recha  has  a  suitor  who  has  won  her  affections  under 
the  name  of  Samuel,  but  who  is  in  reality  the  powerful 
Prince  Leopold.  He  also  is  able  to  save  her  and  her 
father  from  the  mob,  at  a  later  time,  to  her  own  great 
surprise,  as  she  still  does  not  know  his  true  rank. 

Act  II 

Home  of  Eleazar.  The  Jews  have  gathered  secretly 
to  hold  a  religious  festival.  In  the  midst  of  the  cere- 
monies, the  Emperor 's  niece,  Eudora,  enters  to  purchase 
a  chain  for  her  prospective  bridegroom,  Prince  Leopold 
— ^for  these  nuptials  have  been  commanded  by  the  Em- 
peror. On  hearing  this,  Samuel  is  filled  with  dismay. 
After  the  others  have  gone  he  confesses  to  Recha  that 
he  is  a  Christian,  and  persuades  her  to  flee  with  him. 
The  entrance  of  Eleazar  prevents  their  escape.  He 
orders  Samuel  to  marry  his  daughter,  but  the  latter 
declines.  He  leaves  amid  the  curses  of  the  old  Jew 
and  the  grief  of  the  girl. 

Act  III 

An  Imperial  Banquet  Hall.  The  nuptials  of  Prince 
Leopold  and  Princess  Eudora  are  being  celebrated  with 
much   festivity.     The   bride   brings  the   golden   chain 
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which  she  has  purchased.  She  is  accompanied  by  Recha, 
who  recognizes  in  the  groom  her  faithless  lover.  She 
openly  denounces  him,  and  the  Cardinal  pronounces 
upon  him  the  curse  of  the  Church,  and  consigns  him  to 
prison,  together  with  the  Jew  and  his  daughter. 

Act  IV 

A  Dungeon,  Eudora  visits  Recha,  and  pleads  with 
her  to  pardon  Leopold.  The  Jewess  relents  and  re- 
solves to  die  alone  in  order  to  save  her  lover.  Mean- 
while, in  an  interview  with  the  Cardinal,  Eleazar  tells 
him  that  his  daughter  is  still  alive,  but  refuses  to  di- 
vulge more.  Brogni  pleads  with  him  for  tidings,  and 
also  promises  to  save  Recha  if  she  will  recant,  but  both 
refuse. 

Act  V 

The  Prison  Court,  Eleazar  and  Recha  are  sentenced 
to  death  by  burning.  Recha  absolves  her  lover,  Leo- 
pold, who  is  set  free,  and  she  now  approaches  her  doom 
with  firm  step.  When  asked  by  her  father  if  she  will 
change  her  religion  in  order  to  save  her  life,  she  an- 
swers negatively.  As  she  is  consigned  to  the  flames  the 
old  Jew  points  first  to  her  and  to  the  Cardinal. 
**She  is  your  daughter!'*  he  says,  and  plunges  after 
her  into  the  flames,  while  the  Cardinal,  overcome  with 
grief  and  horror,  falls  in  a  swoon  upon  the  ground. 


VICTOR   HERBERT 

Victor  Herbert  is  considered  an  American  composer, 
although  of  foreign  birth  and  education.  But  practi- 
cally all  his  work  as  composer  has  been  done  in  Amer- 
ica. He  was  born  in  Dublin,  February  1,  1859,  being 
a  direct  descendant  of  Samuel  Lover,  the  novelist.  He 
studied  music  in  Germany,  specializing  on  the  'cello, 
and  was  heard  as  a  soloist  in  Europe  before  coming  to 
this  country  in  1886.  His  first  years  here  were  devoted 
largely  to  work  in  orchestras,  but  he  presently  turned 
to  the  field  of  light  opera,  in  which  he  has  achieved  a 
commanding  position.  His  two  incursions  into  grand 
opera  have  not  sufficed  to  change  his  position  as  an  ex- 
ponent of  the  lighter  forms. 


NATOMA 

(Nah-toh'-mah) 

Romantic  Opera  in  Three  Acts.  Music  by  Victor  Her- 
bert. Book  by  Joseph  D.  Redding.  First  produced 
at  the  Philadelphia  Opera  House,  February  25,  1911, 
and  at  the  Metropolitan  Opera  House,  New  York, 
February  28,  1911. 

Scene:  Southern  California. 

Time:  1820,  during  Spanish  Occupation. 

CAST 

Na'^oma,  an  Indian  maiden  (Soprano). 
Barbara,  her  mistress  (Soprano). 
Paul  Merrill,  lieutenant  U.S.N.  (Tenor). 
Don  Francisco,  Barbara's  father  (Basso). 
Father  Peralta,  a  Monk  (Baritone). 
Juan  Bautista  Alvarado,  a  Spaniard  (Tenor). 
Jose  Castro,  his  companion,  a  half-breed 
(Baritone). 
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Pico,  a  Spaniard   (Baritone). 
Kagama,  a  Spaniard  (Baritone). 
Spanish  Citizens,  Indians,  American  Soldiers, 
Nuns,  Servants,  etc. 

ARGUMENT 

**Natoma"  is  so  entitled  from  the  chief  character,  an 
Indian  maiden,  who  typifies  the  higher  and  poetic  side 
of  her  people.  The  opera's  plot  represents  a  fusing  of 
three  diverse  strains,  the  Indian,  Spanish,  and  Ameri- 
can (English),  and  is  also  interesting  as  having  an 
English  libretto. 

Act  I 

The  Island  of  Santa  Cruz.  Don  Francisco,  a  wealthy 
Spaniard,  has  sent  his  daughter  off  to  a  convent  on  the 
mainland  to  perfect  her  education.  She  is  now  expected 
back  and  all  are  eagerly  anticipating  her  arrival:  her 
father,  who  has  sadly  missed  her;  Alvarado,  a  young 
Spaniard  who  has  long  paid  her  court,  but  in  vain ;  and 
Natoma,  her  Indian  maid  and  companion,  who  worships 
her  devotedly.  There  is  still  another  who  awaits  Bar- 
bara's arrival  with  some  interest — Lieutenant  Merrill, 
of  the  United  States  Navy,  whose  duties  bring  him  to 
these  still-Spanish  shores.  Natoma  has  lost  her  heart 
to  the  officer,  but  he  treats  her  as  a  mere  child  of  the 
forest.  She  launches  into  a  glowing  description  of  her 
mistress's  charms,  until  she  suddenly  realizes  that  this 
handsome  young  American  will  fall  a  victim  to  them 
and  forget  her,  Natoma.  Thenceforth,  her  heart  is  torn 
between  two  emotions,  love  and  loyalty. 

Barbara  arrives  amid  great  acclamation.  She  and  the 
lieutenant  speedily  become  interested  in  each  other,  just 
as  Natoma  had  feared.  In  the  evening  a  dance  is  given, 
and  Alvarado  realizes  that  he  has  a  formidable  rival. 
He  is  repulsed  by  Barbara  and  plots  with  Castro,  his 
half-breed  servant,  to  abduct  her.  Natoma  overhears 
the  plot  and  plans  to  frustrate  it. 
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Act  II 


Public  Square  in  Santa  Barbara.  It  is  Fair  day  at 
the  old  Spanish  town  of  Santa  Barbara,  and  interest  in 
the  occasion  is  heightened  by  a  visit  from  the  American 
marines.  A  dance  is  held  in  the  open  square,  each  young 
Spaniard  inviting  his  lass  to  join  him  in  the  whirling 
figures.  Alvarado  attempts  to  show  in  public  that  he 
has  a  claim  upon  Barbara  by  inviting  her  somewhat 
peremptorily  to  dance.  She  hesitates,  but  when  her 
father  consents,  she  reluctantly  becomes  his  partner. 
His  manner  angers  her  and  she  breaks  away  from  him. 
He  tries  to  compel  her,  and  when  she  refuses,  watches 
her  like  a  hawk  to  seize  and  carry  her  away.  Castro 
and  several  of  his  accomplices  are  at  hand.  To  divert 
the  general  attention,  Castro  now  challenges  any  one 
to  join  him  in  the  dangerous  dagger  dance.  A  circle  is 
formed  and  he  thrusts  his  dagger  in  the  ground  de- 
fiantly. After  a  pause,  Natoma  rushes  forward  and 
thrusts  her  own  weapon  by  its  side.  Then  they  dance 
warily  around,  each  seeking  to  become  possessed  of  the 
other's  weapon.  Finally,  Natoma  springs  forward  like 
a  cat,  knocks  the  half-breed 's  weapon  aside,  and  dashing 
across  to  Alvarado,  who  is  about  to  seize  Barbara,  stabs 
him  to  the  heart.  The  villagers  crowd  forward  to  seize 
her,  but  Merrill  and  his  marines  protect  her  from  vio- 
lence. The  priest  appears  at  the  church  door  saying: 
** Vengeance  is  mine,  I  will  repay,  saith  the  Lord,"  and 
Natoma  seeks  sanctuary  within  the  walls  of  the  Church. 

Act  III 

Interior  of  the  Church.  Natoma  crouches  alone  in 
the  Church  still  torn  by  an  inner  conflict.  The  fierce 
blood  of  her  ancestors  yet  courses  through  her  veins 
and  she  dreams  again  of  the  old  life  of  the  forest.  She 
has  no  remorse  for  her  bloody  deed,  but  she  does  not 
wish  to  give  up  the  lieutenant,  even  to  her  beloved  mis- 
tress. The  priest  enters  and  she  rails  at  him,  but  his 
stern  words  of  admonition  finally  reach  her  heart  and 
she  decides  to  renounce  all  and  enter  the  Church.    The 
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worshippers  arrive,  among  them  Barbara  and  Merrill, 
but  the  Indian  girl  gives  them  no  heed.  Mass  is  cele- 
brated and  the  sisterhood  is  seen  proceeding  through 
their  sunlit  garden.  Then  Natoma  bids  her  mistress 
farewell  and  goes  through  the  open  doors  to  take  the 
veil. 

MADELEINE 

(Mad'-ee-lane) 

Lyric  Opera  in  One  Act.  Music  by  Victor  Herbert. 
Book  by  Grant  Stewart,  after  the  play  by  A.  Decour- 
celles  and  L.  Thiboust.  First  produced  at  the  Metro- 
politan Opera  House,  New  York,  January  24,  1914. 

Scene:  Paris. 

Time:  New  Year's  Day,  circa  1760. 

CAST 

Madeleine  Fleury,  a  prima  donna  (Soprano). 
NiCHETTE,  her  maid  (Contralto). 
Chevalier  de  Mauprat,  an  admirer  (Tenor). 
Due  d'Esterre,  an  admirer  (Basso). 
Didier,  a  painter  (Basso). 

ARGUMENT 

This  little  lyric  piece  depicts  one  day's  experience  in 
a  public  singer's  life,  and  shows  that  the  applause  of 
thousands  does  not  compensate  for  the  loss  of  a  single 
friend. 

Salon  of  an  Opera  Singer.  It  is  New  Year's  Day, 
and  Madeleine  Fleury,  a  favorite  diva  of  the  hour,  has 
received  many  costly  presents.  Nevertheless  she  finds 
difficulty  in  finding  a  friend  to  dine  with  her.  She  asks 
her  admirer,  the  Chevalier  de  Mauprat,  who  declines 
because  he  has  promised  to  dine  at  home  with  his  mother. 
Next  she  asks  the  Due  d'Esterre,  who  makes  the  same 
excuse.  She  cajoles,  pleads,  and  even  threatens  to  ask 
his  rival  Fontanges,  but  without  avail.     She  does,  in 
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fact,  write  to  Fontanges,  but  he  pleads  the  same  engage- 
ment. In  desperation,  she  asks  her  maid,  Nichette,  and 
the  latter  says  the  same  thing,  that  she  had  previously 
promised  to  dine  at  home  with  her  mother  that  day. 
Madeleine  throws  herself  upon  the  sofa  in  a  burst  of 
tears,  and  is  found  disconsolate  by  the  poverty-stricken 
painter,  Didier,  who  has  known  her  since  childhood. 
He  states  that  he  also  is  to  dine  with  his  mother,  but 
asks  her  if  she  will  not  join  them.  Touched,  she  de- 
clines, but  he  has  given  her  an  idea.  Nichette  presently 
returns  to  say  that  her  mother  has  given  her  permission 
to  dine  with  her  mistress,  but  Madeleine  excuses  her. 
The  singer  takes  down  her  own  mother's  portrait  from 
the  wall,  and  places  it  on  the  table  opposite  her  plate. 
She,  too,  will  have  her  mother's  company,  and  she  will 
not  be  alone. 


ENGELBERT  HUMPERDINCK 

This  German  composer  achieved  an  instant  popular- 
ity in  Germany  on  the  occasion  of  the  production  of  his 
fairy  opera,  ^'Hansel  and  Gretel."  It  speedily  crossed 
the  channel  into  England,  and  was  also  performed  in 
Holland,  Belgium,  Italy,  and  America — all  within  two 
years.  In  a  sense  it  violates  operatic  traditions  in  sub- 
stituting for  the  somber  atmosphere  and  tragic  close 
a  simple  naivete  that  is  delightfully  refreshing.  The 
success  of  this  opera  was  repeated  in  '  *  Koenigskinder, " 
of  a  slightly  later  date*  Humperdinck  was  born  in 
Siegburg  on  the  Ahme,  September  1,  1854,  was  edu- 
cated in  the  German  school,  and  has  devoted  his  life  to 
orchestral  and  other  musical  work.  His  scores  reveal  the 
influence  of  Wagner. 

HANSEL  AND   GRETEL 

{Een'-sel  and  Gray'-tel) 

Fairy  Opera  in  Three  Acts.  Music  by  Engelbert  Hum- 
perdinck. Book  by  Adelheid  Wette.  First  produced 
at  Weimar,  December  23,  and  at  Munich,  December 
30,  1893. 

Scene:  A  German  Forest. 
Time:  The  Seventeenth  Century. 

CAST 

Peter,  a  hroom-maker  (Baritone). 
Gertrude,  Ms  wife   (Contralto). 
Hansel,  their  son  (Mezzo-Soprano). 
Gretel,  their  daughter  (Soprano). 
The  Crunch  Witch   (Mezzo-Soprano). 
The  Sand  Man  (Soprano). 
The  Dew  Man  (Soprano). 

Fourteen  Angels,  Children,  Elves,  etc. 
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ARGUMENT 

**  Hansel  and  Gretel,"  adapted  from  a  fairy  tale  by 
the  brothers  Grimm,  loses  nothing  of  its  charm  and 
freshness  in  this  delightful  musical  setting. 

Act  I 

The  Broom-Maker's  Cottage.  The  two  children  of 
Peter,  the  broom-maker,  are  trying  to  finish  their  stint 
of  work  while  awaiting  the  return  of  their  parents  with 
supper.  But  they  finally  grow  so  hungry  that  they  lay 
aside  their  tasks  and  dance  about  to  forget  their  appe- 
tites. Their  mother,  a  hasty-tempered  woman,  finds 
them  thus  wasting  time  and  by  way  of  punishment 
packs  them  off  into  the  woods  of  Ilsenstein,  to  pick 
berries  for  supper.  After  they  have  run  away  in  terror, 
Peter  comes  in  greatly  pleased  over  having  sold  all  his 
brooms.  He  brings  food  in  plenty.  But  when  he  learns 
that  the  children  have  gone  to  Ilsenstein,  where  the 
bad  Crunch  Witch  dwells,  he  is  greatly  alarmed  and 
both  he  and  Gertrude  post  in  search  of  them. 

Act  II 

In  the  Forest.  The  children  wander  about  picking 
berries,  but  are  so  hungry  that  they  eat  them  as  fast  as 
picked.  They  are  therefore  afraid  to  return  home,  and 
besides  it  is  growing  dark.  They  sink  down  weary  be- 
neath a  large  tree  and  the  Sand  Man  comes  and  sprinkles 
his  sand  of  slumber  in  their  eyes.  Then,  in  accordance 
with  their  childish  prayer,  fourteen  angels  descend  a 
staircase  from  Heaven  and  assume  guard  about  them. 

Act  III 

The  Witch's  Gingerbread  Hut.  The  next  morning 
the  Dew  Man  arouses  the  children  and  they  are  surprised 
to  find  themselves  in  front  of  the  Gingerbread  Hut  of 
the  Crunch  Witch.  This  is  her  trap  to  lure  children 
whom  she  wishes  to  devour,  but  Hansel  and  Gretel  do 
not  know  it.  They  are  hungry  and  break  off  bits  of  the 
delicious  house  to  nibble.    Out  comes  the  witch  and  lays 
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hold  upon  them.  Hansel  she  locks  up  in  a  cage  to 
fatten,  but  Gretel,  who  is  plump  enough,  is  made  to 
bring  water  and  fuel  to  help  the  witch  prepare  her 
feast.  The  witch  is  impatient  for  Hansel  to  fatten  and 
meanwhile  stirs  up  her  oven  fire.  As  she  looks  in  at  the 
oven  door.  Hansel  escapes  from  the  cage,  and  he  and 
Gretel  give  the  witch  a  sudden  push,  sending  her  head- 
long inside  the  oven.  The  children  dance  about  with 
glee,  eating  their  fill  of  sweetmeats.  The  oven  cracks 
open,  and  at  the  same  time  a  row  of  gingerbread  chil- 
dren, who  stood  along  the  fagade  of  the  hut,  turn  into 
real  live  children,  who  thank  their  deliverers  for  their 
escape  from  the  witch's  spell.  The  witch  herself  is 
burned  to  a  crisp.  Peter  and  Gertrude  now  enter,  over- 
joyed to  find  their  children  alive,  and  the  opera  ends 
in  a  general  dance  and  merry-making. 

KOENIGSKINDEB 

( Kur'-nigs-kin-der ) 

(The  King's  Children.)  Fairy  Opera  in  Three  Acts. 
Music  by  Engelbert  Humperdinck.  Book  by  Ernst 
Hosmer,  after  the  fairy  tale  by  Elsa  Bernstein.  First 
produced  at  the  Metropolitan  Opera  House,  New 
York,  December  28,  1910. 

Scene  :  Hellabrun,  in  the  Mountains  of  Germany. 
Time:  The  Middle  Ages. 

CAST 

The  King's  Son  (Tenor). 

The  Goose  Girl,  also  of  royal  descent  (Soprano). 

The  Witch  (Contralto). 

The  Fiddler  (Baritone). 

The  Woodcutter  (Basso). 

The  Broom-maker  (Basso). 

The  Inn-Keeper  (Baritone). 

The  Inn-Keeper's  Daughter  (Soprano). 

The  Councillor  (Basso). 

A  Little  Child  (Soprano). 

Villagers  and  Country  People. 
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ARGUMENT 

'*Koenigskmder"  is  something  more  than  a  fairy 
opera;  it  is  an  allegory  upon  love  which  unlocks  the 
eyes  of  those  who  have  it  in  their  hearts,  causing  them 
to  see  what  is  denied  to  ordinary  mortals. 

Act  I 

The  Witch's  Hut  and  Garden.  In  a  secluded  valley 
a  witch  has  kept  a  young  girl  prisoner.  She  has  grown 
up  in  ignorance  of  her  parents,  and  the  witch  has  cast 
a  spell  upon  the  forest  round  about  so  that  she  may  not 
escape.  The  girl  tends  her  geese  and  dreams  of  the 
sunny  world  without;  but  the  witch  chides  her  for 
idling,  telling  her  that  there  is  more  evil  in  the  world 
than  good,  and  bidding  her  come  in  and  knead  the 
magic  bread  which  is  never  to  grow  stale  but  will  some 
day  carry  death  to  the  eater.  The  girl  obeys  against 
her  will  while  the  witch  departs.  When  the  girl  re- 
turns to  the  sunshine  she  is  amazed  to  see  a  man — the 
first  who  has  penetrated  the  forest.  It  is  the  King's 
son  who  is  now  in  exile.  Both  having  hearts  of  love 
they  recognize  each  other  as  ''King's  Children."  He 
tells  her  to  come  with  him  into  the  world,  and  she  would 
willingly  go  but  cannot  for  the  witch's  spell.  He  does 
not  understand  and  departs  in  anger.  Meanwhile  the 
King  has  died  and  the  citizens  of  Hellabrun  send  a 
delegation — the  fiddler,  the  woodcutter,  and  the  broom- 
maker — to  the  witch  to  ask  her  who  shall  be  the  next 
ruler.  She  replies  that  it  will  be  the  one  who  shall  come 
to  the  city  gates  the  next  day  at  the  stroke  of  noon. 
The  fiddler  alone  understands  her  and  lingers  behind 
to  talk  to  the  goosegirl  in  whom  he  also  recognizes  one 
of  kingly  descent.  She  departs  with  him  despite,  the 
witch's  curse. 

Act  II 

Gates  of  the  Town  of  Hellahrun.  The  town  council- 
lors decide  to  put  the  witch's  prophecy  literally  to  the 
test,  and  all  the  people  gather  near  the  city  gates  to 
await  the  coming  of  their  new  ruler.    Among  the  throng 
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is  the  King's  son,  clothed  in  rags  and  unnoticed.  He 
has  been  working  in  menial  tasks,  no  one  recognizing 
his  rank.  The  innkeeper's  daughter  loves  him  selfishly 
but  he  disdains  her.  Then  a  little  child  with  open  heart 
sees  him  as  he  is  and  becomes  his  friend.  The  bell 
strikes  the  hour  of  noon  and  all  await  feverishly  for 
the  gates  to  open.  As  they  do  so,  behold!  only  the 
goosegirl  surrounded  by  her  geese  and  followed  by  the 
faithful  fiddler.  With  a  cry  the  King's  son  springs 
forward.  *  *  My  queen ! "  he  cries.  But  the  others  laugh 
them  both  to  scorn  and  drive  them  from  the  city.  They 
cannot  accept  rulers  who  come  in  rags  and  tatters.  Only 
the  little  child  sobs  in  grief  and  tells  the  chief  coun- 
cillor that  they  have  turned  away  their  King  and  Queen. 

Act  III 

The  Witch's  Hut,  in  Winter.  The  witch  has  been 
burned  by  the  people  in  their  rage,  and  now  all  is  cold 
and  desolate  around  the  hut.  The  fiddler,  old  and  lame, 
has  taken  up  his  refuge  there.  To  him  comes  the  little 
child  who  had  known  the  Prince,  with  her  playmates, 
and  asks  him  to  go  with  them  to  find  the  King 's  children 
again.  He  hobbles  out  to  join  them.  After  they  are 
gone,  the  two  lost  ones  appear  wearied  and  faint  with 
hunger.  The  Prince  goes  to  the  hut  for  shelter,  but  finds 
the  woodcutter  there,  who  denies  them  admittance.  Fi- 
nally he  sells  the  Prince  a  loaf  of  bread  for  his  crown. 
It  is  the  poisoned  bread  which  has  remained  always 
fresh.  They  eat  and  are  overcome  with  stupor,  falling 
in  the  snow.  The  fiddler  and  the  children  presently 
return  from  their  search  and  find  them  cold  in  death. 
Heartbroken,  the  fiddler  bids  the  children  make  a  grave 
for  the  pair  upon  the  summit  of  the  mountain.  There 
they  can  lie  and  dream  of  the  many  other  children  of 
the  king  who  go  through  the  world  unrecognized  save 
by  those  whose  hearts  are  touched  with  love. 


WILHELM  KIENZL 

An  Austrian  composer,  born  in  Weitzenkirchen,  Jan- 
nary  17,  1857.  Of  his  operas,  ''The  Evangelist," 
"Urvasi,"  "Der  ^uhreigen,"  and  "Don  Quixote," 
only  the  first  has  been  produced  in  this  country. 


TEE  EVANGELIST 

(Der  E vangelimann. )  Musical  Drama  in  Two  Acts. 
Book  and  Music  by  Wilhelm  Kienzl.  After  the  work 
by  Meiszner.     First  produced  at  Berlin,  1895. 

Scene:  Benedictine  Convent,  Vienna. 

Time:  Latter  part  of  the  Nineteenth  Century. 

CAST 

Friedeich  Engel,  superior  of  the  convent  (Basso). 
Martha,  his  niece  (Soprano). 
Magdalena,  her  friend  (Contralto). 
YoHANNES  Freudhofer,  teacher  at  St.  Othmar 

(Baritone). 
Matthias  Freudhofer,  his  "brother,  clerk  at  the 

convent  (Tenor). 
ZiTTERBART,  a  citizcu  (Tcuor  Buffo). 
ScHNAPPAUF,  a  citizen   (Basso  Buffo). 
AiBLER,  a  citizen  (Basso). 
Frau  Aibler,  his  wife  (Mezzo-Soprano). 
Frau  Huber  (Soprano). 
Hans  (Tenor). 

Monks,  Citizens,  etc. 

ARGUMENT 

The  story  of  this  drama  of  village  and  convent  life 
in  Austria  is  that  of  a  hidden  crime  and  its  expiation. 
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Act  I 

Courtyard  of  the  Convent  of  St.  OtJimar.  MartHa, 
the  pretty  niece  of  Engel,  head  of  the  Benedictine  broth- 
erhood, is  beloved  by  Matthias,  the  clerk  of  the  convent. 
Engel  is  informed  of  this  fact  by  Yohannes,  who  is  also 
in  love  with  the  maiden,  and  takes  this  method  of  get- 
ting Matthias  out  of  the  way.  Engel  bids  Matthias 
leave  the  convent  at  once.  Before  departing,  he  obtains 
through  Magdalena  a  last  interview  with  Martha.  Yo- 
hannes watches  the  lovers,  who  are  planning  to  elope, 
and  sets  in  action  a  plot  for  their  ruin.  A  fire  breaks 
out  in  the  convent  buildings.  Matthias  is  accused  of 
having  set  them  on  fire,  and  is  arrested  and  sentenced 
to  a  long  prison  term. 

Act  II 

Scene  1.  A  Courtyard  in  Vienna.  Thirty  years  pass 
by.  Matthias  having  served  his  prison  term,  turns  evan-r 
gelist,  and  goes  up  and  down  the  country  on  preaching 
missions.  He  chances  to  meet  Magdalena,  and  tells  her 
that,  on  his  exit  from  prison,  he  learned  that  Martha 
had  drowned  herself.  For  this  reason,  and  because  he 
could  not  prove  his  own  innocence  of  the  crime  for 
which  he  had  spent  twenty  years  in  prison,  he  has 
turned  evangelist.  Magdalena,  on  her  part,  tells  him 
that  she  is  taking  care  of  Yohannes,  on  his  death-bed, 
who  desires  to  see  a  minister  before  he  dies. 

Scene  2.  Yohannes*  Bedroom.  Matthias  goes  unrec- 
ognized to  his  brother's  bedside.  Yohannes,  not  know- 
ing to  whom  he  is  confessing,  makes  a  last  statement  in 
which  he  acknowledges  that  he  is  the  real  incendiary. 
Matthias  pardons  his  brother,  who  breathes  his  last. 


CHARLES    LECOCQ 

A  French  composer  who  was  born  in  Paris,  June  3, 
1832,  and  died  in  the  same  city  in  1911.  He  is  known 
to  America  for  a  single  opera,  ''La  Fille  de  Madame 
Angot,"  which  has  been  produced  with  some  success 
but  has  not  yet  demonstrated  its  permanence  in  stand- 
ard repertory. 

LA  FILLE  DE  MADAME  ANGOT 

{La  Fee-ee    duh  Ma-dam'  An-zhoh) 

(The  Daughter  of  Madame  Angot.)  Comic  Opera  in 
Three  Acts.  Music  by  Charles  Lecocq.  Book  by  Gi- 
rardin,  Clairville,  and  Konig.  First  produced  at 
Brussels,  November,  1872. 


Scene:  Paris. 
Time:  1797. 


CAST 


Clairette  Anqot,  betrothed  to  Pomponnet 

(Soprano). 
Ange  Pitou,  a  poet  (Tenor). 
Mlle.  Lange,  actress  and  a  favorite  of  Paris 

(Mezzo-Soprano) . 
Pomponnet,  a  hairdresser  (Tenor). 
Larivaudiere,  a  citizen  (Baritone). 
LoucHARD,  police  officer  (Basso). 
Hersilie,  servant  to  Mlle.  Lange  (Soprano). 
Babet,  servant  to  Clairette  (Soprano). 
Trenitz,  officer  of  the  Hussars  (Tenor). 
Market  Men  and  Women,  People, 
Citizens,  etc. 

ARGUMENT 

'*La  Fille  de  Madame  Angot"  is  a  typical  French 
opera  bouffe.     The  scenes  are  laid  in  Paris  at  the  time 
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of  the  Directory,  which  was  established  after  the  Revo- 
lution, when  Barras  was  at  the  head  of  the  Government. 


Act  I 

A  Corner  of  the  Market  Square.  Clairette,  daughter 
of  the  late  Madame  Angot,  a  market-woman,  is  about 
to  be  married  to  Pomponnet,  whom  she  does  not  love, 
all  her  affection  being  given  to  Ange  Pitou,  a  ballad- 
monger.  The  poet  has  written  a  song  directed  against 
the  reigning  favorite  of  Barras,  Mile.  Lange,  an  actress, 
and  her  flirtations  with  Larivaudiere.  To  avoid  her 
marriage  with  Pomponnet,  Clairette  sings  this  song  in 
the  public  street,  knowing  that  it  will  cause  her  to  be 
arrested. 

Act  II 

Drawing -room  of  Mile.  Lange,  Mile.  Lange,  inter- 
ested in  the  story  of  the  attack  on  her,  desires  the  pris- 
oner to  be  brought  before  her.  Meanwhile  Pomponnet 
assures  her  that  Clairette  is  innocent,  and  the  author 
of  the  song  alone  guilty.  When  Clairette  is  brought 
before  her.  Mile.  Lange  recognizes  in  her  an  old  school- 
fellow and  friend,  and  promises  her  her  liberty  and  the 
husband  of  her  choice,  not  knowing  that  this  will  be 
Ange  Pitou,  in  whom  she  herself  feels  an  interest.  The 
poet  has  been  invited  to  her  house,  and  arrives  during 
the  interview  with  Clairette.  Larivaudiere  arrives  sud- 
denly, and  Mile.  Lange,  to  quiet  his  jealousy,  persuades 
him  that  Ange  Pitou  has  come  to  see  Clairette  and  join 
in  the  meeting  of  conspirators  to  be  held  in  her  house 
at  midnight.  The  innocent  Pomponnet  is  arrested  for 
having  the  song  in  his  hand.  The  conspirators  arrive 
at  the  time  appointed,  and  it  is  found  that  the  house  is 
surrounded  by  Hussars,  who  have  received  private  in- 
formation of  the  meeting.  At  a  signal  the  conspirators 
hide  their  badges  of  recognition,  and  Mile.  Lange  suc- 
ceeds in  making  the  soldiers  believe  that  she  is  holding 
a  wedding  ball  for  Ange  Pitou  and  Clairette.  During 
the  dance  Clairette  and  the  actress  discover  that  they 
are  both  attached  to  the  poet. 
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Act  III 

Garden  at  Belleville,  illuminated  for  a  hall.  Clair- 
ette,  released  from  prison,  seeks  to  know  whether  Ange 
Pitou  and  Mile.  Lange  are  indeed  lovers.  To  this  end 
she  writes  three  letters,  one  from  the  actress  to  Ange 
Pitou,  another  from  Ange  Pitou  to  the  actress,  appoint- 
ing a  rendezvous  at  the  ball  at  Belleville,  and  a  third 
to  Larivaudiere.  The  poet  and  Mile.  Lange  meet  and 
are  surprised  by  Clairette  before  Larivaudiere  and  all 
the  market  people.  A  dispute  arises,  which  terminates 
in  the  reconciliation  of  Clairette  and  Mile.  Lange,  while 
Clairette  decides  to  give  up  the  fickle  poet  in  favor  of 
the  faithful  Pomponnet. 


RUGGIERO    LEONCAVALLO 

A  Neapolitan,  born  March  8,  1858,  Leoncavallo  is 
known  as  a  pianist  and  man  of  letters,  as  well  as  dra- 
matic composer.  He  is  his  own  librettist.  He  studied 
at  the  Naples  Conservatory,  but  early  came  under  the 
influence  of  Wagner.  His  first  opera,  **  Thomas  Chat- 
terton,"  was  unsuccessful  at  first,  but  was  later  pro- 
duced in  Rome  (1896).  He  then  wrote  *'I  Medici," 
produced  in  Milan  in  1893;  *'La  Boheme"  (Venice, 
1897);  ^'Zaza'^  (Milan,  1900);  ^'Roland  in  Berlin'' 
(Berlin,  1904);  ''La  Riginetta  delle  Rose'*  (Rome, 
1912);  and  ''Zingari"  (London,  1912).  It  must  be 
admitted,  however,  that  none  of  these  has  had  a  last- 
ing success,  and  Leoncavallo 's  claim  to  distinction,  a  very 
just  one,  rests  upon  his  famous  opera,  "I  Pagliacci." 
One  other,  '*Zaza,''  has  recently  been  revived  with  con- 
siderable success, 

7  PAGLIACCI 

{Ee  Pah-glee-ah'-chee) 

(The  Players.)  Dramatic  Opera  in  Two  Acts.  Music 
by  Ruggiero  Leoncavallo.  Book  by  the  Composer. 
First  produced  at  Milan,  May  21,  1892. 

Scene:  Near  Montalto,  in  Calabria. 
Time;  August  15,  1865. 

CAST 

Canio  (Clown),  chief  of  a  troupe  of  strolling 

players  (Tenor). 
Nedda  (Columbine),  his  wife  (Soprano). 
ToNio  (Taddeo),  a  player  (Baritone). 
Beppo  (Harlequin),  a  player  (Tenor). 
Silvio,  a  peasant  (Tenor). 
Villagers. 
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ARGUMENT 

The  theme  of  **I  Pagliacci'*  is  simple,  but  strongly 
developed.  From  the  words  of  the  prologue,  *'We  are 
all  players/'  the  keynote  is  taken.  It  is  but  another 
version  of  the  Shakesperian  proverb,  **A11  the  world's 
a  stage." 

Before  the  curtain  rises  on  the  first  act  Tonio,  in  his 
player's  garb,  appears  before  the  footlights  and  sings 
the  prologue  showing  that  actors  have  hearts  with  the 
rest  of  mankind  and  are  subject  to  the  same  joys  and 
sorrows. 

Act  I 

A  Village  in  Calabria.  The  villagers  congregate 
about  the  cart  of  a  travelling  showman  which  has  just 
arrived  drawn  by  a  donkey.  Canio,  the  showman,  and 
Nedda,  his  wife,  get  out  and  tell  the  crowd  to  be  sure 
to  come  to  the  evening  performance  as  they  will  see  an 
exciting  play.  Canio  then  goes  down  the  street  and  the 
villagers  go  to  noonday  worship,  leaving  Nedda  alone. 
Tonio,  another  member  of  the  troupe,  seizes  this  oppor- 
tunity to  try  to  make  love  to  her,  and  for  reward  gets 
a  cut  from  her  whip  across  his  face.  He  retires  vow- 
ing vengeance.  Silvio,  a  villager,  between  whom  and 
herself  a  secret  love  exists,  now  enters  and  pleads  with 
her  to  flee  with  him.  She  at  first  refuses,  but  finally 
consents  to  see  him  that  night.  Tonio  has  overheard, 
and  steals  away  to  summon  Canio.  The  latter  returns 
and  surprises  the  lovers,  but  does  not  succeed  in  catch- 
ing Silvio.  He  then  returns  and  is  about  to  lay  his 
hands  upon  his  wife,  when  the  other  members  of  the 
company  interpose  and  a  semblance  of  peace  is  patched 
up.    But  Canio 's  heart  is  filled  with  rage. 

Act  II 

The  Open  Square,  with  the  Showman* s  Stage  at  One 
Side.  The  show  is  about  to  begin  and  Tonio  beats  on 
the  drum.  The  people  bustle  in,  filling  the  seats  which 
have  been  provided  in  the  square.  As  Nedda  collects 
the  tickets,  Silvio  reminds  her  of  her  promise,  but  she 
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cautions  him  to  be  silent.  The  play  begins  and  deals 
with  a  jealous  husband  who  returns  to  find  that  his 
wife  has  been  entertaining  another  man  at  supper.  The 
guest  jumps  out  of  the  window,  but  the  injured  husband 
(played  by  Canio)  loads  his  wife  (Nedda)  with  re- 
proaches. In  his  fury  Canio  forgets  his  lines  and  his 
abuse  becomes  real  and  violent.  The  audience  is  wrought 
up  to  a  fever  pitch  and  when  he  seizes  a  knife  from  the 
table  and  actually  stabs  her,  all  is  in  an  uproar.  Silvio, 
alarmed,  springs  forward  to  her  aid,  and  Canio,  recog- 
nizing him,  drives  the  knife  into  his  breast  also.  The 
villagers  seize  the  murderer,  and  he  stands  quietly  gaz- 
ing at  his  two  expiring  victims,  saying:  **The  play  is 
over ! ' ' 

ZAZA 

[Zah-zah) 

A  Lyric  Opera  in  Four  Acts.  Words  and  music  by 
Leoncavallo,  after  the  play  by  P.  Berton  and  Ch. 
Simon.    First  produced  at  Milan  in  1900. 

Scene:  Paris. 
Time:  The  Present. 

CAST 

Zaza,  a  concert  singer  (Soprano). 

Anaide,  her  mother  (Mezzo-Soprano) . 

Floriana,  a  concert  singer  (Soprano). 

Natalia,  Zaza^s  maid  (Contralto). 

MiLio  DuFRESNE  (Tcuor). 

Mme.  Dufresne,  his  wife  (Mezzo-Soprano). 

ToTO,  their  daughter  (Soprano). 

Cascart,  a  concert  singer  (Tenor). 

BussY,  a  journalist  (Baritone). 

Maiardot,  proprietor  of  concert  hall  (Baritone). 

Lartignon,  a  monologist  (Tenor). 

DucLOU,  stage  manager  (Basso). 

Michelin,  a  journalist  (Basso). 

Marco,  a  butler  (Baritone). 

Maids,  Waiters,  Dancers,  Habitues  of 
Concert  Halls,  etc. 
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Act  I 


Side  View  of  a  Stage.  Zaza,  a  reigning  music-hall 
favorite,  has  become  smitten  with  Milio  Dufresne,  a  man 
about  town.  The  latter  does  not  apparently  notice  her, 
and  she  is  much  piqued.  She  finally  makes  a  wager  with 
Bussy,  a  musical  writer,  that  she  will  bring  the  cold 
Dufresne  to  her  feet.  She  exerts  all  her  powers  of 
fascination  and  the  latter  succumbs. 

Act  II 

Zaza's  Living-Room,  Zaza  imperils  her  singing  career 
because  of  her  attachment  for  Dufresne.  She  is  re- 
proached b}^  her  mother,  and  Cascart,  her  singing  part- 
ner, for  withdrawing  from  the  music  season,  then  at  its 
height.  Dufresne  spends  most  of  his  time  with  her,  but 
he  finally  returns  to  Paris  under  the.  plea  of  urgent 
business.  In  his  absence,  her  mother  and  Cascart  plot 
to  break  up  this  love  idyl,  and  they  tell  her  that  her 
lover  has  gone  to  make  an  appointment  with  another 
sweetheart.    Zaza,  in  a  huff,  departs  at  once  for  the  city. 

Act  III 

Dufresne's  Home.  Dufresne  has  been  leading  a  double 
life  wdth  Zaza,  as  he  is  already  married  and  has  a  child. 
Zaza  and  her  maid  visit  the  Dufresne  home,  while  mon- 
sieur and  madame  are  away.  Then  it  is  that  Zaza  dis- 
covers the  truth;  but  after  she  has  seen  Toto,  the  little 
girl,  she  departs  without  making  a  scene,  as  she  had 
intended. 

Act  IV 

Zaza's  Home.  Zaza  goes  back  home  broken-hearted. 
Cascart  tries  to  console  her  and  win  her  back  to  the 
stage,  but  without  success.  The  next  time  her  lover 
comes,  she  dissembles  in  order  to  find  out  the  true  state 
of  his  affections.  When  he  still  tries  to  keep  up  the 
deception  she  becomes  angry,  and  tells  him  she  has  seen 
Toto,  and  told  his  wife  all.  His  own  anger  at  this 
revelation  convinces  Zaza  that  he  has  been  playing  with 
her,  and  still  loves  his  wife.  She  then  tells  him  his  secret 
is  safe,  and  bids  him  farewell. 


FRANCO   LEONI 

A  contemporary  Italian  composer,  bom  in  Milan, 
October  24,  1864.  He  studied  music  at  the  Milan  Con- 
servatory, one  of  his  teachers  being  Ponchielli.  Of  his 
four  operas,  ''Rip  Van  Winkle, '^  ''Raggio  di  Luna," 
''lb  and  Little  Christina,"  and  ''The  Oracle,"  only 
the  last  named  is  familiar  to  American  music-lovers. 


UORACOLO 

(Lo-rock'-o-lo) 

(The  Oracle.)  Tragic  Opera  in  One  Act.  Music  by 
Franco  Leoni.  Book  by  Camillo  Zanoni,  after  the 
play,  "The  Cat  and  the  Cherub,"  by  Chester  B. 
Fernald.  First  produced  at  the  Metropolitan  Opera 
House,  New  York,  February  4,  1915. 

Scene:  Chinatown,  San  Francisco. 
Time:  The  Present. 

CAST 

Win-Shee,  a  learned  doctor  (Baritone). 
Chim-Fen,  keeper  of  an  opium  joint  (Baritone). 
Hoo-TsiN,  a  wealthy  merchant  (Basso). 
Win-San-Luy,  son  of  Win-Shee  (Tenor). 
Ah-Yoe,  daughter  of  Hoo-Tsin  (Soprano). 
HuA-QuEE,  a  nurse  (Contralto). 
Chinese  Men,  Women  and  Children,  Opium 
Smokers,  Policemen,  etc. 

ARGUMENT 

An  attempt  is  made  in  this  tragic  piece  to  depict  cer- 
tain phases  of  Chinese  character — the  episodical  bits  in 
daily  life  hidden  beneath  the  surface  from  the  passer-by, 
which,  however,  are  of  the  most  vital  importance  to  the 
Chinaman  himself. 
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Hatchet  Row,  in  the  Chinese  Quarter.  It  is  early- 
dawn  on  the  Chinese  New  Year.  Lights  gleam  from  the 
opium  den  of  Chim-Fen,  and  the  sound  of  revelry  is 
heard.  The  keeper  ejects  one  of  the  most  unruly  inmates 
and  pauses  on  his  way  back  to  shake  his  fist  at  the  lighted 
window  of  his  wealthy  neighbor,  Hoo-Tsin,  the  merchant. 
"Why  should  he  work  so  hard  when  his  neighbor  rolls  in 
wealth?  The  nurse  employed  in  Hoo-Tsin 's  house  ap- 
proaches, and  he  demands  of  her  that  she  obtain  a  fan 
given  by  San-Luy  to  the  merchant's  beautiful  daughter, 
Ah-Yoe.  Frightened  by  his  threats,  she  promises.  Pres- 
ently the  learned  Win-Shee  passes.  Chim-Fen  exchanges 
New  Year's  greetings  with  him,  and  the  Doctor  takes 
opportunity  to  reprove  him  for  the  sort  of  business  he 
conducts.  A  policeman  passes  by,  and  Win-Shee  cau- 
tions the  other  not  to  notice  the  ''American  dog"  by 
word  or  sign  but  to  pretend  to  be  in  earnest  conversation. 
After  they  have  parted  company,  the  Doctor's  son,  San- 
Luy,  appears  beneath  the  window  of  Ah-Yoe,  where  he 
sings  a  serenade.  The  lovers  exchange  greetings.  Now 
it  is  broad  day  and  Chinese  hail  their  neighbors  every- 
where in  greeting.  Chim-Fen  takes  this  opportunity 
of  general  fraternizing  to  ask  of  Hoo-Tsin  the  hand 
of  Ah-Yoe  in  marriage.  The  only  answer  he  receives 
is  the  ironical  wish,  from  Hoo-Tsin :  ' '  May  all  the  opium 
in  Chinatown  pass  through  your  hands!"  At  this  sec- 
ond rebuff  that  day  Chim-Fen  is  in  a  rage  which  is 
heightened  when  the  crowd  reviles  him. 

As  part  of  the  New  Year's  ceremony,  the  infant  son 
of  Hoo-Tsin  is  brought  in  by  the  nurse,  and  the  oracle 
is  consulted.  Part  of  it  is  favorable,  part  unfavorable. 
Before  the  child  can  be  taken  home,  it  is  kidnapped  by 
Chim-Fen  and  hidden  in  a  cellar.  He  then  tells  the 
distracted  father  that  he  will  try  to  find  the  child,  and 
makes  a  bargain  with  him  that  it  shall  be  at  the  price 
of  Ah-Yoe 's  hand.  San-Luy  also  makes  the  same  bar- 
gain. He  traces  the  child  to  the  cellar,  but  when  he 
attempts  to  enter  he  comes  to  blows  with  Chim-Fen, 
and  the  two  fall  struggling  down  the  cellar  steps.  In 
the  outcome  San-Luy  is  killed.  "When  news  of  the  mur- 
der is  spread  abroad  there  is  a  great  confusion,  and 
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the  heartbroken  Ah-Yoe  mourns  for  her  sweetheart. 
His  father,  Win-Shee,  likewise  is  disconsolate,  but  deter- 
mines to  avenge  the  bloody  deed.  At  nightfall,  in  his 
wanderings,  he  discovers  and  rescues  the  child;  then 
encounters  Chim-Fen,  whom  he  reproaches  and  finally 
slays.  A  policeman  approaches.  Quickly  adopting  his 
own  advice  of  the  morning,  Win-Shee  props  up  the  dead 
body  and  seems  to  be  in  animated  conversation  with  it 
until  the  officer  has  gone  by.  Justice  has  been  done 
according  to  the  Chinese  code,  so  why  should  the  foreign 
dogs  interfere? 


ALBERT  LORTZING 

Lortzing,  although  little  known  in  this  country,  is 
a  household  name  in  Germany.  He  is  recognized  there 
as  their  light  opera  composer  par  excellence.  He  is 
master  of  airy,  graceful  themes  and  sparkling  situations. 
Lortzing  was  born  in  Berlin,  October  23,  1803,  and  died 
in  the  same  city,  January  20,  1851.  His  seven  principal 
operas  have  had  frequent  revivals  in  Germany.  The 
most  popular  are  ''Czar  and  Carpenter,''  *' Undine/' 
*'The  Poacher,"  and  ''The  Armorer." 


CZAR  UND  ZIMMERMAN 

(Tsar  oont   Tsim'-mer-man) 

(Czar  and  Carpenter,  or  The  Two  Peters.)  A  Comic 
Opera  in  Three  Acts,  both  music  and  libretto  being 
written  by  Albert  Lortzing.  It  was  composed  for 
Christmas,  1837. 

Czar  Peter  of  Russia  serves  as  a  simple  ship 's  carpen- 
ter, under  the  assumed  name  of  Peter  Michaelow. 
Among  his  fellow-workmen  is  another  Peter,  surnamed 
Ivanow,  a  Russian  renegade,  who  is  in  love  with  Mary, 
daughter  of  the  burgomaster.  She  is  a  flirt  and  likes 
to  arouse  his  jealousy.  In  order  to  further  his  cause, 
Ivanow  pretends  to  be  the  Czar  in  disguise.  Meanwhile 
the  real  Czar  remains  in  hiding,  enjoying  the  confusion 
created  by  the  cunning  rogue.  At  the  last  when  he 
thinks  Ivanow  has  gone  far  enough  in  deluding  the 
burgomaster  and  some  visiting  ambassadors,  Czar  Peter 
discloses  his  identity,  but  signs  a  pardon  for  Ivanow. 
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UNDINE 

Romantic  Opera  in  Four  Acts,  words  and  music  by 
Lortzing,  after  the  well-known  tale  by  Fouque.  First 
produced  at  Hamburg,  in  1845. 

Hugo  von  Ringstetten,  a  knight  errant,  meets  Undine, 
a  village  maiden.  They  become  mutually  attracted,  and 
the  knight  weds  her.  Undine  then  confesses  that  she 
has  no  soul;  she  belongs  to  a  race  of  water  sprites,  or 
** Undines."  She  can  obtain  her  soul  only  on  considera- 
tion that  her  husband  remains  true  to  her.  He  promises 
this  fidelity,  but  has  previously  been  favored  by  the 
Duke's  daughter,  who  tries  once  more  to  win  his  affec- 
tions. She  succeeds  temporarily  and  Undine  is  forced 
to  descend  to  the  watery  regions.  Although  haunted 
by  remorse,  the  Knight  feels  in  duty  bound  to  wed  the 
Duke 's  daughter ;  but  on  the  night  of  the  wedding.  Un- 
dine reappears;  he  is  drawn  irresistibly  into  her  arms; 
and  they  go  together  to  the  fairy  kingdom  below  the  sea. 


PIETRO  MASCAGNI 

Mascagni,  famous  around  the  world  as  the  composer 
of  one  brilliant  operatic  jewel,  was  born  in  Leghorn, 
Italy,  December  7,  1863.  He  came  of  humble  stock,  his 
father  being  a  baker,  and  the  first  years  of  his  life  were 
an  unending  struggle  against  hardship.  His  father 
wanted  him  to  study  law,  but  the  boy  had  set  his  heart 
upon  music.  An  uncle  helped  him  financially;  and  he 
studied  for  two  years  at  the  Milan  Conservatory,  under 
Ponchielli.  After  leaving  there  he  made  a  meagre  living 
as  a  conductor  of  operas,  and  finally  settled  in  Cerignola 
where  he  conducted  an  orchestra  and  taught  music.  In 
1888  while  at  work  on  an  unfinished  opera,  he  learned 
of  a  prize  offered  for  a  one-act  opera,  by  Sonzogno,  the 
publisher.  On  an  impulse  he  wrote  *'Cavalleria  Rusti- 
cana"  and  sent  it  in.  It  received  the  prize,  and  was 
performed  at  the  Constanzi  Theatre,  Rome,  in  1890.  It 
aroused  the  audience  to  a  frenzy  of  enthusiasm  and 
made  the  composer  famous  overnight.  Since  then  it  has 
remained  a  permanent  attraction  in  every  opera  reper- 
tory. Nothing  else  that  Mascagni  has  written,  has  ap- 
proached it.  The  list  includes:  *' Friend  Fritz"  (1892), 
*'Iris"  (1898),  *'The  Maskers"  (1901),  *'Zanetto" 
(1902),  ''Isabeau"  (1911),  and  *^Lodoletta"  (1917). 

CAVALLERIA   RUSTICANA 

{Cah-vah-lee-ree'-ah   Rus-tee-cahn'-a) 

(Rustic  Chivalry.)  Dramatic  Opera  in  One  Act.  Music 
by  Pietro  Mascagni.  Book  by  Targioni-Tozzetti  and 
Menasci,  after  the  story  by  Giovanni  Verga.  First 
produced  at  the  Constanzi  Theatre,  Rome,  May  20, 
1890. 

Scene:  A  village  of  Sicily. 
Time:  The  Present. 
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CAST 

TuRiDDU,  a  farmer  (Tenor). 
Lucia,  his  mother  (Contralto). 
Alfio,  a  carter  (Baritone). 
Lola,  his  wife  (Contralto). 
Santuzza,  a  peasant  girl  (Soprano). 

Peasant  Neighbors  and  Villagers,  ^ 

ARGUMENT 

The  theme  of  ** Rustic  Chivalry''  is  well  described 
by  its  title  and  still  better  by  the  impassioned  music 
which  follows  closely  the  simple  story  to  its  tragic  close. 

The  scene  is  an  open  village  square,  at  one  side  of 
which  is  a  church.  Before  the  curtain*  rises,  Turiddu, 
the  young  farmer,  sings  of  his  old  love,  Lola,  **  lovely 
as  the  spring's  bright  blooms.''  Turiddu  has  been  in 
love  with  Lola,  but  while  he  was  absent  in  army  service, 
she  marries  Alfio,  a  carter.  Turiddu  turns  for  consola- 
tion to  Santuzza,  a  peasant  girl  who  loves  him  not  wisely 
but  too  well.  Becoming  tired  of  this  easy  conquest,  he 
turns  again  to  Lola,  despite  the  fact  that  she  is  wedded. 
This  is  the  state  of  affairs  as  the  curtain  rises  on  a  peace- 
ful village  scene.  It  is  Easter,  and  the  devout  peasants 
are  going  to  church.  Santuzza  meets  Lucia,  her  lover's 
mother,  outside  the  church  and  gives  her  some  inkling 
of  the  state  of  affairs.  Next  the  faithless  Turiddu  ap- 
pears with  Lola,  and  spurns  the  weeping  Santuzza. 
Driven  to  despair  she  tells  Alfio  of  his  wife's  conduct. 
The  carter  departs  threatening  vengeance.  During  the 
interval  while  the  worshippers  are  in  the  church  (Inter- 
mezzo) the  stage  remains  empty,  but  the  curtain  does 
not  fall. 

Church  services  over,  the  merry  villagers  throng  the 
square,  meeting  and  greeting.  Cups  are  passed  and 
Turiddu  sings  a  rollicking  drinking  song.  Alfio  returns 
at  this  moment  and  is  invited  to  drink.  Instead  he 
refuses  and  challenges  Turiddu  to  fight,  giving  this  chal- 
lenge in  the  Sicilian  form  of  biting  his  enemy's  ear. 
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The  two  retire,  after  Turiddu  has  bidden  his  mother 
farewell  and  asked  her  to  care  for  the  wronged  San- 
tuzza,  and  fight  their  duel  behind  the  scenes.  A  short, 
terrible  pause  ensues,  followed  by  running  messengers, 
and  a  cry  from  the  women,  '  *  Turiddu  has  been  slain  I '  * 


L'AMICO  FRITZ 

{Lah'-mee-co  Fritz) 

(Friend  Fritz.)  Sentimental  Opera  in  Three  Acts. 
Music  by  Pietro  Mascagni.  Book  by  Suaratoni,  after 
the  story  by  Erckmann-Chatrian.  First  produced  at 
Rome,  1891,  and  at  Dresden,  1892. 

Scene:  Alsace. 
Time:  The  Present. 

CAST 

Fritz  Kobus,  a  rich  bachelor  (Tenor). 
David,  a  Rabbi  (Baritone). 
Frederico  I  j,  .     ,      .  -r,  '.   S  Tenor 
Hanego       I  /^^^^^^  ^f  ^^^^^  I  Tenor 
SusEL,  a  farmer's  daughter  (Soprano). 
Beppe,  a  gypsy  (Soprano). 
Caterina,  a  housekeeper  (Contralto). 

ARGUMENT 

Act  I 

Home  of  Fritz.  Fritz  Kobus,  a  wealthy  farmer 
and  confirmed  bachelor,  on  his  fortieth  birthday  invites 
his  friends  to  dine  with  him.  Among  the  guests  is 
Susel,  his  tenant's  pretty  daughter,  who  presents  him 
with  a  nosegay,  and  sits  beside  him.  For  the  first  time 
he  realizes  a  woman's  charm.  Rabbi  David,  a  confirmed 
matchmaker,  thereupon  wagers  with  Fritz  that  he  will 
soon  be  married,  but  the  latter  is  obstinate. 
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Act  II 


A  Garden.  Fritz,  however,  cannot  dismiss  Susel  from 
his  mind.  He  makes  a  pretext  of  visiting  her  father. 
The  girl  mounts  a  ladder  in  the  garden,  picks  cherries, 
and  throws  them  down  to  Fritz,  who  is  enchanted. 
When  Rabbi  David  appears  and  tells  him  that  he  has 
found  a  suitable  husband  for  Susel,  Fritz  cannot  help 
revealing  his  own  chagrin. 

Act  III 

Home  of  Fritz.  Fritz  finds  no  peace  and  doesn't 
know  what  is  the  matter  with  him.  The  scheming  David 
tells  him  Susel's  marriage  has  been  decided  on.  Fritz 
loses  his  temper,  and  says  he  will  forbid  the  bans.  At 
this  moment  Susel,  pale  and  sad,  comes  in  with  a  basket 
of  fruit.  When  her  wedding  is  mentioned  she  bursts 
into  tears.  Fritz  tries  to  comfort  her,  and  presently 
the  girl  is  in  his  arms.  David  wins  his  wager,  one  of 
Fritz's  vineyards,  which  he  promptly  bestows  upon  Susel 
as  a  wedding  gift. 

IRIS 

{Ee'-ris) 

Tragic  Opera  in  Three  Acts.  Music  by  Pietro  Mascagni. 
Book  by  Luigi  Illica.  First  produced  at  the  Theatre 
Constanzi,  Rome,  in  November,  1898,  and  in  revised 
form  the  next  year,  in  Milan. 

Scene:  Japan. 
Time:  Recent. 

CAST 

CiECO,  a  "blind  man  (Basso). 
Iris,  his  daughter  (Soprano). 
Osaka,  a  wealthy  Uhertine  (Tenor). 
Kyoto,  keeper  of  a  dive  (Baritone). 
A  Geisha  (Soprano). 
A  Peddler  (Tenor). 
A  Rag-Picker  (Tenor). 

Girls,  Villagers,  Rag-Pickers,  etc. 


((- 


IRIS  143 

ARGUMENT 

'Iris"  is  an  Oriental  opera,  telling  the  tragedy  of  a 
lost  soul — a  Japanese  girl  who  fell  into  evil  ways  through 
no  fault  of  her  own,  and  who  passes  through  the  utter- 
most depths  to  the  light  of  a  happier  world  beyond. 

Act  I 

A  Japanese  Garden.  The  scene  opens  with  a  colorful 
hymn  to  the  Sun  as  the  Lord  of  Life.  Iris,  as  an  inno- 
cent child,  is  playing  with  her  doll,  and  her  blind  father 
hears  her  chatter  with  much  contentment.  This  idyllic 
scene  is  disturbed  by  the  entrance  of  Osaka,  an  unprin- 
cipled man  of  the  town,  who  has  seen  the  beauty  of  the 
young  girl  and  desires  her.  He  arranges  with  Kyoto, 
a  procurer  for  an  evil  resort,  to  abduct  her.  The  girl 
goes  with  other  maidens  to  do  their  washing  at  the  river 
brink,  and  is  attracted  by  a  puppet  show  devised  by  the 
crafty  Kyoto.  She  is  seized  by  the  men,  who  leave  a 
purse  of  gold  to  make  their  transaction  legal.  Geishas 
dance  around  her  to  prevent  a  rescue,  and  her  father 
is  told  that  she  went  willingly.  He  curses  her  and  their 
shattered  home. 

Act  II 

A  Room  in  the  Yoshiuara,  or  Home  of  the  Geishas, 
Iris  lies  asleep  while  other  girls  hum  a  soft  melody. 
Osaka  enters,  asking  for  her,  but  is  informed  by  Kyoto 
that  her  price  is  high.  The  libertine  agrees,  for,  as  he 
says,  she  is  a  ** creature  with  a  soul.''  When  Iris  awak- 
ens she  believes  herself  in  Paradise,  her  surroundings 
and  gifts  are  so  lovely,  and  when  Osaka  approaches  she 
greets  him  as  a  *'Son  of  Light."  He  answers  cynically, 
and  at  last,  wearied  by  her  innocence,  he  bids  Kyoto 
take  her  away.  The  keeper  orders  the  geishas  to  robe 
her  in  transparent  garments  and  expose  her  to  the  gaze 
of  the  street  crowd.  Osaka  relents  and  tells  Kyoto  he 
shall  have  his  own  price  for  her.  During  this  brutal 
haggling  over  the  ignorant  girl,  who  still  does  not  know 
her  whereabouts,  her  father  appears  in  the  crowd  below 
and  calls  to  her.    She  answers  joyfully,  but  he  hurls 
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mud  upon  her  and  greets  her  with  contempt  and  curses. 
Crazed,  the  girl  casts  herself  into  a  deep  vault,  and  is 
given  over  for  dead. 

Act  III 

A  Dump  Heap  on  the  Outskirts  of  the  City.  Rag- 
pickers'are  searching  over  the  refuse  of  the  city,  in  the 
hope  of  finding  articles  of  value.  They  discover  the  body 
of  Iris,  still  clothed  in  its  finery.  In  trying  to  secure 
the  dress,  the  body  seems  to  revive.  This  scatters  the 
rag-pickers,  who  run  away  in  a  panic.  In  a  state  of 
semi-consciousness  Iris  again  hears  the  voices  of  the 
world — Osaka  telling  her  that  she  has  perished  as  a 
flower  that  sheds  its  fragrance  in  death — her  father  jus- 
tifying his  brutal  act.  Still  Iris  does  not  understand 
it  all,  and  murmurs  **Why?  why?"  Why  should  her 
simple  life  at  the  cottage  be  destroyed  ?  As  if  in  answer, 
the  sun  bursts  forth,  and  she  is  reminded  of  her  earlier 
hymn  to  ' '  My  Lord,  the  Sun  ! ' '  Flowers  spring  up 
around  her,  enfold  her  in  their  expanding  petals,  and 
lift  her  body  heavenward. 


LODOLETTA 

{Lo-do-let'-ta) 

Tragic  Opera  in  Three  Acts,  by  Mascagni.  "Words  by 
Gioacchino  Forzano,  after  Ouida's  novel,  **Two  Little 
Wooden  Shoes. '^  First  produced,  Rome,  April  30. 
1917. 

Scene:  A  Dutch  Village. 

Time:  The  Second  French  Empire. 

CAST 

Antonio,  a  peasant  (Basso). 

LoDOLETTA,  Ms  fostev  daughter  (Soprano). 

Flammen,  a  painter  (Tenor). 

Franz  (Basso). 

GiANETTO  (Baritone). 

A  Mad  Woman  (Mezzo-Soprano). 
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Vannard  (Mezzo-Soprano). 
Maud  (Soprano). 
A  Voice  (Tenor). 
A  Letter-carrier,  an  old  Violinist,  Villagers, 
Guests,  etc. 

ARGUMENT 

Act  I 

A  Village  Street.  Lodoletta,  foster  daughter  of  old 
Antonio,  and  now  grown  to  be  sixteen,  desires  very  much 
to  own  a  pair  of  wooden  shoes,  but  Antonio  cannot  af- 
ford to  buy  them.  Flammen,  a  painter  from  Paris, 
offers  to  purchase  a  picture  of  the  Madonna  on  the  wall 
of  their  cottage.  Antonio  accepts  the  gold  piece  and 
with  it  buys  the  coveted  shoes.  Shortly  after,  he  is 
killed  by  the  fall  of  a  tree. 

Act  II 

The  Same.  The  painter  has  conceived  a  deep  affec- 
tion for  the  lovely  girl  and  gets  her  to  pose  for  his 
pictures.  Their  friendship  is  innocent,  but  neighbors 
regard  it  with  suspicion.  To  shield  her,  the  artist  re- 
turns to  Paris,  but  finds  that  he  cannot  forget  his  model. 
Later,  when  he  returns  to  seek  her,  she  has  disappeared. 

Act  III 

Flammen* s  Villa.  Friends  of  the  artist  gather  at  his 
home  for  New  Year's  festivities.  While  the  celebration 
is  at  its  height,  Lodoletta  enters  the  garden  in  rags.  She 
looks  through  the  window  at  the  merry  company,  then 
falls  exhausted  in  the  snow.  Later,  after  his  guests  have 
departed,  Flammen  finds  two  sadly-worn  little  shoes  on 
his  threshold.  Looking  further,  he  discovers  his  sweet- 
heart frozen  to  death  in  the  snow. 
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IS  ABE  AD 

{Ees'-ah-ho) 

This  opera  is  based  upon  the  story  of  the  Lady  Godiva 
and  her  ride  through  the  streets,  without  clothing.  It 
was  first  produced  in  Buenos  Aires,  June  2,  1911,  and 
was  repeated  in  Chicago  and  New  York  by  the  Chicago 
Opera  Company  in  1918.  The  book  is  in  three  acts,  by 
Luigi  Illica. 

The  Princess  Isabeau  is  renowned  for  her  beauty  and 
also  her  dislike  of  men.  Her  father  arranges  a  tourna- 
ment, with  her  hand  as  a  prize  to  the  successful  knight. 
She  rejects  them  every  one,  and  for  her  stubbornness,  the 
King  decrees  that  she  shall  ride  nude  through  the  streets. 
All  windows,  however,  are  barred.  The  citizens  respect 
her  with  the  exception  of  one  ''Peeping  Tom."  He  is 
sentenced  to  blindness  and  to  death.  Isabeau  visits  him 
in  prison,  and  her  heart  is  touched  for  the  first  time. 
Despite  her  supplications  her  lover  is  killed;  and  she 
commits  suicide. 


JULES  MASSENET 

A  French  composer,  born  in  Montaud,  France,  May  12, 
1842.  At  the  age  of  twenty-one  he  won  the  "Prix  de 
Kome''  for  composition,  and  had  already  made  a  name 
for  himself  in  orchestral  work.  In  1867  his  comic  opera, 
**The  Great  Aunt,'*  was  produced;  and  five  years  later 
his  position  was  securely  established  by  another  light 
opera,  *'Don  Caesar  de  Bazan.''  This  was  closely  fol- 
lowed by  the  dramatic  opera,  "The  Furies,"  and  the 
oratorio,  "Mary  Magdalen. '^  Other  works  of  similar 
character  followed  during  the  course  of  a  busy  and  suc- 
cessful life.  Massenet  died  August  13,  1912.  A  dozen 
of  his  operas  have  been  produced  in  recent  years,  most 
of  them  having  also  been  presented  in  America. 

HERODIAS 

(Her-oh'-dee-as) 

(Herodiade.)  Dramatic  Opera  in  Four  Acts.  Music  by 
Jules  Massenet.  Book  by  Paul  Milliet  and  Henri 
Gremont.  First  produced  at  the  Theatre  de  la  Mon- 
naie,  Brussels,  December  19,  1881. 

Scene:  Palestine. 
TiME:30A.D. 

CAST 

Herod,  the  tetrarch  (Basso). 
Herodias,  his  wife  (Mezzo-Soprano). 
Salome,  her  daughter  (Soprano). 
Phanuel,  a  Chaldean  (Tenor). 
John  the  Baptist,  a  Prophet  (Tenor). 
Vitellius,  a  Roman  consul  (Baritone). 
High  Priest  (Baritone). 

Jews,  Romans,  Soldiers,  Priests,  Dancers, 

Servants,  etc. 
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ARGUMENT 

**Herodias"  presents  another  version  of  the  character 
of  Salome  from  that  given  in  the  Strauss  opera,  based 
upon  the  Wilde  play.  Both,  of  course,  go  back  to  the 
Biblical  account  for  their  slender  historical  setting. 

Act  I 

Courtyard  of  Herod's  Palace.  "While  servants  labor 
under  the  direction  of  Phanuel  the  Chaldean,  Salome 
enters  seeking  her  mother,  whose  identity  she  does  not 
know.  Phanuel  promises  to  aid  her,  but  warns  her 
against  the  intrigues  of  the  palace.  They  depart.  Ilerod 
now  enters,  seeking  this  maiden  whose  dancing  has  al- 
ready enslaved  him.  Herodias  meets  him  and  complains 
of  a  rough-looking  prophet  who  has  bitterly  denounced 
her  in  public.  She  wishes  to  be  revenged,  but  Herod 
counsels  caution.  John,  the  prophet,  enters  at  this  mo- 
ment repeating  his  denunciations.  Both  Herod  and 
Herodias  leave  hastily.  Salome  runs  to  greet  him,  her 
heart  won  by  his  former  kindnesses;  but  he  refuses  her 
proffered  love. 

Act  II 

Scene  1.  Herod's  Chamher.  The  tetrarch  reclines  at 
ease  watching  his  dancers;  but  Salome  is  not  among 
them  and  he  is  unhappy.  Phanuel  enters  to  warn  him 
against  this  life  of  luxury. 

Scene  2.  A  Puhlic  Square.  Urged  on  by  Phanuel, 
Herod  appears  before  the  people  haranguing  them  to 
throw  off  the  Roman  yoke.  But  they  are  interrupted 
by  the  sound  of  trumpets  announcing  the  arrival  of  the 
Roman  consul,  Vitellius.  The  suspicions  of  the  consul 
are  lulled  by  Herod,  who  says  that  the  priests  desire 
that  their  Temple  be  restored  to  them.  Vitellius  says 
it  shall  be  done.  John  appears,  followed  by  Salome  and 
others,  and  the  consul  is  told  by  Herodias  that  the 
prophet  is  a  disturber  anxious  for  power.  John  retorts 
that  all  power  is  from  God. 
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Act  III 

Scene  1.  An  Inner  Boom.  While  Phanuel,  the  Chal- 
dean, is  consulting  the  stars,  Herodias  seeks  him  to  know 
about  the  future.  She  is  especially  desirous  to  know 
how  to  win  back  Herod's  love,  and  also  as  to  the  where- 
abouts of  her  lost  daughter.  For  reply,  Phanuel  shows 
her  Salome  who  is  crossing  the  court  with  the  dancers. 
^*That  my  daughter?"  exclaims  Herodias.  *'No,  my 
rival!" 

Scene  2.  The  Temple.  Salome  is  in  the  depths  of 
despair  because  John  has  been  cast  into  prison.  Herod 
meets  her  and  offers  her  his  love,  but  she  repulses  him. 
Vitellius  enters  proclaiming  the  power  of  Rome.  The 
priests  appear  before  him  urging  the  condemnation  of 
John.  He  refers  them  to  Herod.  John  is  brought  for- 
ward and  questioned.  Salome  throws  herself  before  him 
begging  Herod  to  pardon  him;  but  this  only  infuriates 
Herod,  who  sentences  him  to  death. 

Act  IV 

Scene  1,  A  Dungeon.  While  John  awaits  his  sen- 
tence, Salome  enters.  Her  fortitude  and  devotion  touch 
him  and  something  like  human  love  enters  his  heart. 
But  he  bids  her  flee  and  save  herself.  The  High  Priest 
secretly  offers  John  a  pardon  if  he  will  use  his  influence 
for  Herod  against  Rome,  but  John  refuses. 

Scene  2.  Audience  Hall  in  the  Palace.  While  Herod, 
Herodias,  and  Vitellius  hold  an  audience  and  are  enter- 
tained by  dancers  Salome  appears  at  the  special  com- 
mand of  Herod.  He  turns  a  deaf  ear,  however,  to  her 
requests  for  John's  pardon,  and  the  executioner  pres- 
ently appears  with  a  bloody  sword,  as  a  sign  that  the 
prophet  is  dead.  Salome  turns  in  fury  upon  Herodias, 
saying  ''This  is  your  deed!"  and  is  about  to  stab  her. 
Herodias,  in  fear,  cries  out:  **I  am  your  mother!" 
' '  Then  take  back  the  life  you  gave  me ! "  replies  Salome, 
and  stabs  herself  to  the  heart. 
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MANON 

{Ma' -non) 

Dramatic  Opera  in  Five  Acts.  Music  by  Jules  Massenet. 
Book  by  H.  Meilhac  and  P.  Gille,  after  Marcel  Pre- 
vost's  ''Manon  Lescaut."  First  produced  at  the 
Opera  Comique,  Paris,  January,  1884. 

Scene:  Amiens,  Paris,  Havre. 
Time:  1721. 

CAST 

CoMTE  DES  Gbieux,  a  French  nobleman  (Basso). 
Chevalier  des  Grieux,  his  son  (Tenor). 
Lescaut,  a  guardsman  (Baritone). 
Manon  Lescaut,  his  cousin  (Soprano). 
GuiLLOT  MoRFONTAiN,  ft  minister  of  finance 

(Basso). 
De  BRfeGNY,  a  nobleman  (Baritone). 
PoussETTE,  an  actress  (Soprano). 
Rosette,  an  actress  (Soprano). 
Javotte,  an  actress  (Contralto), 

Innkeeper,  Citizens,  Actresses,  Soldiers, 
Servants,  etc. 

ARGUMENT 

''Manon"  is  a  picture  of  French  life  among  the  gay 
set,  drawn  from  Prevost's  well-known  story  **  Manon 
Lescaut,"  which  is  the  same  source  made  use  of,  some 
years  later,  by  Puccini  in  his  opera  of  that  name. 

Act  I 

A  Tavern  at  Amiens.  Manon  Lescaut  is  a  gay  and 
volatile  French  woman  whose  spirits  her  parents  very 
wisely  seek  to  curb  by  placing  her  in  a  convent.  On 
the  way  thither,  escorted  by  her  cousin,  she  stops  at  an 
inn  where  Morfontain  is  entertaining  some  friends.  The 
old  roue  immediately  begins  to  make  advances  to  her 
but  is  repulsed.  Not  so  young  Des  Grieux,  who  has  been 
destined  for  the  priesthood.  He  finds  Manon  so  attrac- 
tive, and  she  him,  that  they  both  forsake  their  prospec- 
tive vows  and  run  away  to  Paris. 
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Act  II 

Dbs  Grieux^s  Apartments  in  Paris.  Manon  and  the 
chevalier  live  quietly  in  Paris  and  he  writes  to  his  father 
the  Count,  asking  permission  to  marry  her.  Her  cousin, 
Lescaut,  arrives  to  demand  that  he  treat  her  honorably, 
but  with  Lescaut  comes  De  Bretigny,  a  wealthy  Parisian, 
who  wins  her  away  from  her  lover. 

Act  III 

Scene  1.  A  "Parisian  Boulevard.  Manon  is  the  center 
of  a  laughing  cro-^d  of  actresses  and  boulevardiers. 
True  to  his  word,  De  Bretigny  maintains  her  in  luxury. 
But  she  overhears  the  Count  des  Grieux  telling  a  friend 
that  the  chevalier,  disgusted  with  Manon 's  conduct,  was 
about  to  become  a  monk.  She  seeks  further  information, 
but  the  Count,  guessing  her  identity,  will  not  say  more. 
She  resolves  to  seek  her  former  lover. 

Scene  2.  The  seminary  of  St.  Sulpice.  The  Count 
is  unwilling  for  his  son  to  enter  the  priesthood  and  en- 
deavors to  dissuade  him.  Afterwards,  Manon  enters, 
but  the  chevalier  only  reproaches  her  with  her  faithless- 
ness. She  says  that  she  still  loves  him,  and  after  much 
argument  persuades  him  to  come  back  to  her. 

Act  IV 

A  Gambling  House  in  Paris.  In  order  to  maintain 
Manon  in  the  style  to  which  she  is  accustomed,  the 
chevalier  frequents  the  gambling  houses.  He  wins  large 
sums,  especially  from  Morfontain.  The  latter  accuses 
him  of  cheating  and,  by  way  of  revenge  upon  Manon, 
who  jilted  him,  has  both  Des  Grieux  and  Manon  ar- 
rested. The  Count  also  joins  forces  against  her  and 
plots  to  have  her  deported  where  she  can  do  no  further 

mischief.  .       xr 

Act  V 

The  Open  Road  near  Havre.  Manon  is  being  escorted 
out  of  the  country  by  a  guard  of  soldiers.  The  chevalier 
asks  Lescaut,  her  cousin,  to  aid  him  in  rescuing  her. 
They  try  bribery.  She  has  a  short  interview  with  Des 
Grieux,  begging  his  pardon  for  wrecking  his  life;  then 
perishes  from  excitement  and  over-fatigue. 
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LE  CID 

This  opera  has  been  popular  in  Paris  since  its  first 
production,  in  1885,  and  is  considered  by  many  to  be 
Massenet's  best  work.  It  is  little  known  in  America, 
however.    The  text  is  by  Dennery,  Gallet,  and  Blau. 

Rodrigo,  a  celebrated  warrior  of  Spain,  is  about  to 
receive  a  knighthood  from  the  King.  The  soldier  is 
enamored  of  Ximene,  daughter  of  the  Count  de  Gormas, 
who  returns  his  affection.  The  Infanta,  or  crown  prin- 
cess, also  loves  Rodrigo.  His  father,  Don  Diego,  mean- 
while becomes  involved  in  a  quarrel  with  the  Count  de 
Gormas,  and  Rodrigo  is  called  upon  to  avenge  the  family 
honor.  The  Count  is  slain,  and  upon  the  demand  of 
Ximene,  Rodrigo  is  sentenced  to  death.  He  obtains  a 
reprieve  on  account  of  the  imminence  of  a  Moorish 
army,  and  goes  out  to  meet  the  enemy.  He  wins  the 
victory  and  is  hailed  as  the  ''Cid,"  or  conqueror.  On 
his  return  Ximene  forgives  him  and  the  King  unites  the 
lovers. 

THAIS 

{Tah'ees) 

Romantic  Opera  in  Three  Acts.  Music  by  Jules  Mas- 
senet. Book  by  Louis  Gallet,  after  the  romance  by 
Anatole  France.  First  produced  at  the  Grand  Opera, 
Paris,  1894. 

Scene:  Upper  Egypt. 
Time  :  Early  Christian  era. 

CAST 

Athanael,  a  monk  (Baritone). 
Thais,  a  courtesan  (Soprano). 
NiciAS,  a  wealthy  Alexandrian  (Tenor). 
Palemon,  the  head  monk  (Basso). 
Albine,  an  ahhess  (Mezzo-Soprano). 
La  Charmeuse,  a  dancer. 
Crobyle,  a  slave  (Soprano). 
Myrtale,  a  slave   (Soprano). 

Monks,  Nuns,  Citizens,  Servants, 
Dancers,  etc. 
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ARGUMENT 

The  theme  of  *' Thais''  is  the  struggle  between  the 
lower  nature  and  the  higher;  it  personifies  the  eternal 
conflict  between  the  beast  and  the  angel,  in  the  human 
race. 

Act  I 

Scene  1.  The  Thehan  Desert.  Withdrawing  from  lux- 
ury and  sin  a  small  band  of  Cenobite  monks  dwell  in  the 
desert  near  Thebes.  Athanael,  a  young  enthusiast  of 
the  order,  has  just  returned  from  a  mission  to  Alexan- 
dria, and  he  gives  a  gloomy  account  of  the  vice  rampant 
in  that  city.  It  is  under  the  control  of  a  beautiful  cour- 
tesan named  Thais,  who  rules  by  the  power  of  her 
charms.  Athanael  cannot  get  the  vision  of  her  loveli- 
ness out  of  his  head,  and  he  thinks  it  would  be  a  great 
victory  for  the  Church  if  he  could  convert  her.  Palemon, 
the  head  of  the  order,  rebukes  the  idea  as  foolish,  but 
in  his  dreams,  Athanael  witnesses  again  the  lovely 
woman  posing  before  the  populace  as  Aphrodite,  and 
being  acclaimed  as  a  goddess.  He  awakes,  saying  that 
he  must  return  on  this  mission,  although  Palemon  and 
the  other  monks  endeavor  to  dissuade  him. 

Scene  2.  The  House  of  Nicias,  at  Alexandria.  Nicias, 
a  wealthy  leader  of  fashion,  is  just  now  the  favored 
admirer  of  Thais,  although  he  ruefully  admits  he  is 
paying  extravagantly  for  the  distinction.  To  his  house, 
Athanael  directs  his  steps,  and  finally  gains  admittance 
there.  When  he  unfolds  his  plan  to  Nicias,  the  latter 
laughs  at  it,  but  good-naturedly  promises  to  aid  him. 
Thais  is  to  be  present  at  supper  that  very  evening,  and 
the  young  monk  must  make  a  good  appearance.  The 
leader  of  fashion  looks  approvingly  at  Athanael's  fine 
head  and  athletic  figure,  and  bids  his  slave  array  the 
guest  in  rich  attire.  A  great  acclamation  is  heard  and 
Thais  enters  amid  a  throng  of  her  adorers.  The  young 
monk  alone  stands  aloof  and  she  notices  his  attitude. 
*'Who  is  he?"  she  asks.  **One  who  has  come  for  you,'* 
Nicias  replies  jestingly.  *' Bringing  love?"  she  asks 
simply;  for  to  her  love  is  all  in  all.  ''Yes,  love  that 
you  know  not  of,"  answers  Athanael  sternly,  coming 
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forward ;  and  he  tries  to  tell  her  of  the  higher  life.  She 
cannot  understand  him.  He  reproaches  her  and  the 
company  interfere.  Then  Thais,  piqued,  tries  to  subdue 
him  by  her  charms.  He  retreats,  but  promises  to  come 
to  her  apartments  and  talk  further.  It  is  her  challenge 
which  he  accepts,  confident  of  his  own  integrity. 

Act  II 

Scene  1.  Interior  of  the  Palace  of  Thais.  In  a  lux- 
uriously appointed  room  Thais  awaits  the  coming  of  one 
whom  she  thinks  will  be  her  next  victim.  Meanwhile, 
she  prays  to  Aphrodite  for  a  continuance  of  youth  and 
beauty,  her  only  weapons.  Athanael  pauses  at  the  door, 
at  first  spellbound  by  the  vision  of  loveliness;  then  ad- 
vancing, he  tells  her  that  the  love  which  he  offers  is  from 
God  and  is  for  her  salvation.  They  argue,  she  trjdng 
upon  him  all  her  coquetry,  but  he  is  able  to  resist  temp- 
tation. This  new  type  of  man  impresses  her  even  more 
than  his  message.  The  voice  of  Nicias  is  heard  calling 
her,  and  Athanael  departs,  saying  he  will  wait  for  her 
outside  the  palace.  She  must  follow  him  if  she  would 
find  the  new  and  higher  love. 

Scene  2.  Outside  the  Palace.  Moonlight  floods  the 
open  court,  while  through  the  lighted  windows  come  the 
sounds  of  revelry  and  feasting.  Athanael  lies  upon  the 
stone  step.  Presently  the  door  opens  and  Thais  emerges 
bearing  a  lighted  lamp.  She  tells  him  she  has  decided 
to  leave  all  and  follow  him.  ''Then  break  your  image 
and  set  fire  to  your  belongings,"  he  replies,  ''for  you 
cannot  take  any  of  these  things  with  you."  She  returns 
within  and  obeys  him,  reappearing  in  a  simple  garb, 
bearing  a  torch.  Meanwhile,  Nicias  and  his  friends  come 
forth  and  order  dancers  to  entertain  them.  In  the  midst 
of  the  revelry  Thais  appears,  but  they  recognize  her 
despite  her  rough  dress,  and  try  to  detain  her.  Nicias 
diverts  the  crowd's  attention  by  scattering  handfuls  of 
gold,  and  the  two  pilgrims  depart  while  the  palace  burns. 

Act  III 

Scene  1.  An  Oasis  in  the  Desert.  Thais  is  half-dead 
from   the   fatigue  of  this  unaccustomed   journey,   but 
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presses  on  without  murmuring.  She  wishes  to  find  the 
higher  love.  Athanael's  heart  is  stirred  by  her  suffer- 
ings and  fortitude.  He  bids  her  rest  beneath  the  shade 
of  a  clump  of  palms  and  brings  water  to  bathe  her  feet, 
kissing  them.  His  destination  is  a  convent  in  the  desert, 
now  near  at  hand.  The  abbess  and  her  nuns  are  heard 
singing  as  they  approach.  Athanael  commends  the  new 
convert  into  their  keeping  and  stands  silent  until  they 
have  gone.  Then  he  utters  a  cry  of  anguish.  He  has 
conquered,  but  now  he  is  alone. 

Scene  2.  The  Cenohite  Monastery.  Athanael  returns 
to  the  monastery,  where  the  monks  congratulate  him 
upon  his  success.  But  he  is  indifferent  to  their  praise. 
The  vision  of  Thais  still  haunts  his  dreams  and  he  finds 
that  he  is  miserable  since  she  has  gone  out  of  his  life. 

Scene  3.  The  Garden  of  the  Convent.  Thais  is  dying, 
and  has  sent  for  Athanael.  He  comes  and  the  abbess 
leads  him  to  her  cot  in  the  open  court.  The  sisters  extol 
her  saintly  life,  but  the  monk  does  not  heed.  He  kneels 
by  her  side  and  begs  her  to  come  back  to  him.  It  is  not 
the  heavenly  love  which  fills  his  heart,  now,  but  the 
earthly.  She  opens  her  eyes  but  does  not  understand 
him;  for  visions  of  heavenly  bliss  already  possess  her. 
Deaf  to  his  entreaties,  she  calls  upon  the  name  of  God 
and  breathes  her  last,  while  he  grovels  upon  the  ground 
in  despair. 

CENDRILLON 

( Sahn-dree-yohn ) 

(Cinderella.)  Fairy  Opera,  in  Four  Acts.  Music  by 
Massenet ;  text  by  Henri  Cain.  First  produced  at  the 
Opera  Comique,  Paris,  May  24,  1899. 

Scene:  France. 

Time:  Period  of  Louis  XIII. 

CAST 

Cinderella  (Soprano). 

Mme.  de  la  Halti^re,  her  stepmother 

(Mezzo-Soprano). 
No]^MiE,  her  step-sister  (Soprano). 
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DorothiSe,  her  step-sister  (Soprano). 
Pandolfe,  her  father  (Baritone). 
The  Prince  Charming  (Soprano), 
The  Fairy  (Soprano). 
The  King  (Baritone). 
Dean  of  the  Faculty  (Baritone), 
Master  of  Ceremonies  (Tenor). 
Prime  Minister  (Basso). 

ARGUMENT 

The  story  of  this  opera  follows  the  familiar  lines  of 
the  old  fairy  tale,  ** Cinderella.'* 

Act  I 

Cinderella's  Home.  Cinderella's  mother,  Mme.  de  la 
Haltiere,  and  her  two  daughters  treat  Cinderella  shame- 
fully. While  the  three  make  elaborate  preparations  to 
attend  a  court  ball,  they  heap  ridicule  on  the  girl, 
who  is  treated  as  a  household  drudge.  After  the}'-  leave, 
and  while  she  is  sitting  by  the  fire  dreaming,  her  fairy 
godmother  appears  and  fits  her  out  with  a  wonderful 
wardrobe  and  coach  with  prancing  steeds.  She  is  told 
that  she  may  go  to  the  ball,  but  must  leave  promptly 
on  the  stroke  of  twelve,  or  evil  will  befall  her. 

Act  II 

Ballroom  of  the  Palace.  At  the  grand  ball  the  step- 
mother is  vainly  plying  all  her  arts  to  make  Prince 
Charming  fall  in  love  with  one  of  her  daughters,  but 
the  Prince  pays  no  attention  to  either  of  them.  Just 
then  Cinderella  enters,  quite  unrecognizable  in  her  mag- 
nificent attire,  and  creates  a  tremendous  sensation.  The 
Prince  is  bewitched  by  her  charms,  and  devotes  his  at- 
tentions to  her.  It  is  a  case  of  love  at  first  sight,  both 
for  him  and  her.  Time  flies,  and  before  Cinderella  real- 
izes it,  midnight  strikes.  She  swiftly  runs  to  the  fairy 
coach  that  is  waiting  for  her,  but  in  her  haste  drops  one 
of  her  glass  slippers. 
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Act  III 

Cinderella's  Home.  Mme.  Haltiere  is  furious  at  the 
success  of  her  step-daughter,  and  she  upbraids  her  hus- 
band. Cinderella  sheds  tears  because  she  never  expects 
to  see  the  Prince  again,  and  her  father  comes  to  console 
her.    She  flees  alone  into  the  dark,  stormy  night. 

The  scene  changes  to  the  fairies'  great  oak  tree.  The 
fairies  are  dancing  about.  Cinderella  comes,  imploring 
protection.  At  this  juncture  the  Prince  arrives  seeking 
the  beautiful  stranger,  but  again  she  runs  away. 

Act  IV 

Cinderella's  Home.  The  excitement  and  hardship 
have  proved  too  much  for  Cinderella  and  she  falls  sick. 
While  she  is  recovering,  a  herald  goes  about  town  an- 
nouncing that  the  Prince  will  marry  the  lady  whose 
foot  will  fit  the  glass  slipper.  Her  sisters  try  in  vain, 
but  her  own  foot  slips  easily  into  it,  and  the  Prince 
claims  his  bride. 

GRISELIDIS 

{Oree-sel  -ee-dees) 

(Griselda.)  Romantic  Opera  in  a  Prologue  and  Three 
Acts.  Music  by  Jules  Massenet.  Text  by  Armand 
Silvestre  and  Eugene  Morand.  First  produced  at  the 
Opera  Comique,  Paris,  November  20,  1901. 

Scene:  Provence,  France. 
Time:  The  Fourteenth  Century. 

CAST 

Griselda  (Soprano). 

Marquis  de  Saluzzo,  her  husband  (Baritone). 

LoYS,  their  son  (Soprano). 

Alain,  a  shepherd  (Tenor). 

The  Devil  (Basso). 

Fiamina,  his  wife  (Contralto). 

A  Prior  (Baritone). 

Villagers,  Courtiers,  etc. 
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AEGUMENT 

This  opera  is  based  upon  the  story  of  Patient  Gri- 
selda,  and  her  temptations  by  the  Evil  One. 

Prologue 

A  Pastoral  Scene.  The  shepherd,  Alain,  is  in  love 
with  Griselda  and  hopes  to  make  her  his  wife,  when  the 
entrance  of  the  wealthy  Marquis  de  Saluzzo  as  a  rival 
dashes  his  hopes. 

Act  I 

The  Oratory  of  Griselda.  The  Marquis  and  Griselda 
have  been  wedded  for  some  years  and  a  little  son  is  bom 
to  them.  At  length  the  Marquis  tires  of  a  life  of  ease 
and  decides  to  go  on  a  Crusade  to  fight  the  infidels. 
He 'Confides  his  intentions  to  a  priest,  who  tries  to  dis- 
suade him,  saying  that  it  is  tempting  Providence  to  leave 
a  beautiful  wife  to  the  temptations  of  the  world.  The 
Marquis  scoffs  at  this  and  even  bets  the  devil,  who 
appears,  his  wife's  wedding  ring  that  she  will  be  true. 

Act  II 

A  Garden  Bordering  the  Seacoast.  The  devil  procures 
as  his  first  temptation,  during  the  absence  of  the  Mar- 
quis, Alain,  who  has  never  been  able  to  forget  his  lost 
love.  He  comes  to  see  her  and  pleads  his  cause  ardently. 
But  Loys,  the  little  son  of  Griselda,  aids  in  keeping  her 
on  the  straight  and  narrow  path.  The  devil  is  so  wroth 
at  this  that  he  kidnaps  the  child. 

Act  III 

The  Oratory  of  Griselda.  His  satanic  majesty  ap- 
pears in  another  guise  and  again  tempts  Griselda.  He 
offers  to  return  her  boy,  if  she  will  give  him  only  one 
kiss.  She  wavers,  but  refuses.  The  Marquis  returns 
and  the  devil  tries  to  poison  his  mind.  The  Marquis  is 
disturbed  at  this  and  also  over  the  loss  of  his  child.  Gri- 
selda kneels  before  the  shrine;  the  devil  fades  away 
vanquished;  the  triptych  of  the  altar  opens,  disclosing 
her  boy  safe  and  sound. 
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TEE  JUGGLER  OF  NOTRE  DAME 

(Le  Jongleur  de  Notre  Dame.)  Miracle  Play  in  Three 
Acts.  Music  by  Jules  Massenet.  Book  by  Maurice 
Lena.    First  produced  at  Paris,  in  1903. 

Scene:  Cluny,  near  Paris. 
Time:  The  Fourteenth  Century. 

CAST 

Jean,  a  juggler  (Tenor). 
Boniface,  a  cook  (Baritone). 
Prior  of  the  Monastery  (Basso). 
Poet,  a  monk  (Tenor). 
Painter,  a  monk  (Baritone). 
Musician,  a  monk  (Baritone). 
Sculptor,  a  monk  (Basso). 

Two  Angels,  apparition  of  the  Virgin, 
Monks,  Cavaliers,  Citizens. 

ARGUMENT 

**The  Juggler  of  Notre  Dame"  is  styled  by  its  libret^ 
tist  a  ' '  Miracle ' '  play,  but  is  only  such  in  the  sense  that 
it  requires  a  miracle  to  give  value  to  its  denouement. 
Its  theme  is  medieval  and  monastic,  ignoring  love  or 
other  affairs  of  the  gentler  sex. 

Act  I 

The  Cluny  Market-Place.  During  a  market-day  in 
which  all  the  villagers  gather  to  barter  and  make  merry, 
Jean  the  juggler  wanders  about  forlorn  and  hungry. 
His  tricks  are  time-worn,  his  songs  weak,  and  when  he 
presently  tries  to  perform  for  the  crowd,  they  only  jeer 
at  him.  Finally,  to  arouse  them  he  sings  a  sacrilegious 
song,  ''Alleluia  to  Wine,"  in  which  they  roar  out  a 
chorus.  The  Prior  of  a  neighboring  monastery  is  shocked 
and  comes  out  to  anathematize  the  crowd.  All  scatter, 
leaving  Jean,  who  is  really  a  good-hearted  fellow,  to  bear 
the  blame  of  the  Church.  The  Prior  is  finally  touched 
by  his  penitence,  and  pardons  him,  but  urges  him  to  join 
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the  band  of  monks.  Jean  does  not  wish  to  relinquish 
his  liberty,  but  the  sight  of  the  Cook's  donkey  going  by 
with  panniers  laden  with  food  is  too  much  for  his  hungry 
stomach  and  he  consents. 

Act  II 

The  Monastery  Study,  The  busy  monks  each  labor  at 
their  chosen  vocation,  poets,  musicians,  painters,  scribes, 
sculptors,  and  what  not,  but  Jean  feels  himself  out  of  it. 
He  cannot  even  pray  to  the  Virgin  because  he  knows  no 
Latin,  and  he  fears  that  she  will  not  listen  to  any  other 
tongue.  Meanwhile,  the  other  monks  have  been  quarrel- 
ing as  to  which  of  their  vocations  has  the  most  merit. 
The  Cook  alone  consoles  Jean  by  relating  to  him  the 
legend  of  the  humble  sage  plant,  useful  in  cooking,  and 
Jean  resolves  to  serve  the  Church  in  his  own  humble 
way. 

Act  III 

The  Chap  eh  Jean  lays  aside  his  monastic  dress  and 
puts  on  his  juggler's  apparel.  He  goes  before  the  life- 
size  figure  of  the  Virgin,  in  the  Chapel,  and  since  he 
does  not  know  anything  else,  he  prepares  to  offer  to 
her  his  little  stock  in  trade — a  juggling  performance! 
Spreading  out  his  shabby  outfit,  he  performs  his  tricks 
and  sings  his  songs,  first  begging  pardon  if  they  do  not 
suit  her.  In  the  midst  of  his  performance,  the  monks 
enter  to  celebrate  high  mass.  They  recoil  in  horror  at 
this  sacrilege  and  are  ready  to  lay  violent  hands  upon 
the  poor  juggler,  when  suddenly  a  miracle  happens. 
The  image  of  the  Virgin  becomes  animated,  the  face 
smiles,  and  the  arms  stretch  out  in  protection  and  bene- 
diction. The  monks  draw  back  in  awe,  and  Jean,  ra- 
diant, exclaims,  **Now  at  last  I  shall  know  Latin,"  and 
breathes  his  last.  Angels  appear  and  the  Prior  crossing 
himself  says :  ' '  We  have  had  a  saint  among  us  T ' 
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DON  QUIXOTE 

{Don  Kee-ho'-teh) 

(**Don  Quiehotte.")  Komantic  Opera  in  Five  Acts. 
Music  by  Jules  Massenet;  text  by  Henri  Cain,  after 
the  play  by  Jacques  La  Lorrain,  based  on  the  romance 
of  Cervantes.    Produced,  Monte  Carlo,  1910. 

Scene:  Spain. 

Time:  The  Middle  Ages. 

CAST 

DuLCiNEA  (Contralto). 
Don  Quixote  (Bass). 
Sancho  Panza  (Baritone). 
Pedro,  hurlesquer  (Soprano). 
Garcias,  hurlesquer  (Soprano). 
Rodriguez  (Tenor). 
Juan  (Tenor). 
Two  Valets  (Baritone). 
Tenebrun,  chief,  and  other  bandits,  friends 
of  Dulcinea,  and  others. 

ARGUMENT 

''Don  Quixote''  is  based  upon  the  famous  novel  of 
Cervantes  and  depicts  phases  in  the  life  of  the  last  of 
the  knights-errant. 

Act  I 

Square  in  Front  of  the  House  of  Dulcinea.  A  throng 
praises  the  beauty  of  Dulcinea.  Into  the  company  ride 
Don  Quixote  and  his  comical  companion,  Sancho.  Night 
and  moonlight.  Don  Quixote  serenades  Dulcinea,  arous- 
ing the  jealousy  of  Juan,  a  lover  of  the  professional 
beauty,  but  the  latter  appears  and  prevents  a  duel.  She 
is  amused  by  the  avowals  of  Don  Quixote,  and  promises 
to  become  his  beloved  if  he  will  recover  a  necklace  stolen 
from  her  by  brigands. 

Act  II 

On  the  Way  to  the  Camp  of  the  Brigands.  Here 
occurs  the  famous  tilt  with  the  'windmill. 
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Act  III 

Camp  of  the  Brigands.  Don  Quixote  attacks  them. 
Sancho  retreats.  The  Knight  is  captured.  He  expects 
to  be  put  to  death.  But  his  courage,  his  grave  courtesy, 
and  his  love  for  his  Dulcinea,  deeply  impress  the  ban- 
dits.   They  free  him  and  give  him  the  necklace. 

Act  IV 

Fete  at  the  House  of  Dulcinea.  To  the  astonishment 
of  all  Don  Quixote  and  Sancho  put  in  their  appearance. 
Dulcinea  is  delighted  to  have  her  necklace  returned. 
The  Knight  pleads  with  her  to  marry  him.  Dulcinea 
is  so  touched  by  his  devotion  that  she  confesses  her  past 
life  to  him,  and  entreats  him  to  forget  her. 

Act  V 

A  Forest.  Disillusioned  and  weary,  Don  Quixote  has 
laid  him  down  to  die.  He  bequeaths  to  his  faithful 
squire  the  most  beautiful  of  all  islands,  ''The  Island 
of  Dreams."  It  is  his  proudest  possession.  As  his 
mind  wanders,  he  beholds  the  beautiful  Dulcinea  again. 
He  extends  his  arms  to  her,  and  falls  back  lifeless. 


ANDRE  MESSAGER 

A  French  composer,  born  in  Montlncon,  December 
30,  1853.  He  belongs  strictly  to  the  modern  school  and 
has  written  many  shorter  musical  pieces;  but  is  known 
in  this  country  for  only  one  opera,  *' Madame  Chrysan- 
theme,^'  first  produced  in  Paris  in  1893,  and  presented 
in  New  York  by  the  Chicago  Onera  Company,  in  Jan- 
uary, 192G. 

MADAME  CHR7SANTHEME 

{Md-dam  Kris-an-thaym) 

Lyric  Comedy  in  a  Prologue,  Four  Acts,  and  Epilogue. 
Music  by  Andre  Messager.  Book  by  Georges  Hart- 
mann  and  Andre  Alexandre,  after  the  story  by  Pierre 
Loti.  First  produced  at  the  Opera  Comique,  Paris, 
January  26,  1893. 

Scene:  Japan. 
Time:  The  Present. 

CAST 

Pierre,  an  ensign  (Tenor). 

Yves,  a  sailor  (Baritone). 

Kangourou,  a  marriage  'broker  (Basso). 

Madame  Chrysanth^me  (Soprano). 

Madame  Prune  (Mezzo-Soprano). 

Oyouki  (Soprano). 

The  Lookout  (Baritone). 

Maidens,  Sailors,  etc. 

ARGUMENT 

This  little  love  story  of  a  temporary  love  match  in 
Japan  is  a  rather  close  parallel  to  *' Madame  Butterfly.*' 
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Prologue 


The  Bridge  of  a  Ship.  Pierre,  a  French  naval  officer, 
confides  to  his  attendant,  Yves,  that  while  their  ship  is 
stationed  in  Japanese  waters  he  proposes  to  contract 
a  temporary  marriage  with  some  pretty  girl  of  Naga- 
saki. 

Act  I 

The  Wharf,  Pierre  meets  Madame  Chrysantheme  for 
the  first  time.  Kangourou,  a  matrimonial  agent,  ar- 
ranges matters,  and  the  bridal  veil  is  handed  to  Chrysan- 
theme. 

Act  II 

Chrysantheme' s  Garden.  Pierre  and  his  bride  are  en- 
joying their  honeymoon,  and  his  comrades  arrive  with 
their  own  feminina  charmers  and  serenade  him.  Danc- 
ing maidens  beguile  the  hours. 

Act  III 

Public  Square.  A  festival  is  in  progress,  and  little 
Chrysantheme  is  among  the  gayest  of  the  gay.  But 
Pierre  becomes  jealous,  thinking  she  is  flirting  with  Yves, 
and  flies  into  a  tremendous  rage,  which  results  in  a 
serious  quarrel. 

Act  IV 

Chrysantheme' s  Garden.  Peace  is  restored  between 
the  young  couple,  but  their  happiness  is  short-lived. 
The  boom  of  guns  aboard  ship  calls  the  lieutenant  back 
to  duty.  Chrysantheme  does  not  cry  her  heart  out,  but 
bears  up  bravely,  although  she  is  very  fond  of  her  lieu- 
tenant. 

The  epilogue  is  again  between  the  lieutenant  and  Yves, 
who  mourn  for  Chrysantheme.  Pierre  tosses  the  lotus 
flowers  she  has  given  him  into  the  sea,  and  prays  the 
gods  for  forgetfulness. 
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MEYERBEER. 
Painting  from  life  bv  Gustav  Richter. 


JACOB  MEYERBEER 

Meyerbeer  is  generally  considered  a  French  composer 
and  the  founder  of  the  so-called  school  of  modem  French 
opera,  although  he  was  born  in  Berlin  (September  5, 
1791)  and  studied  the  piano  in  Germany.  He  first  came 
into  prominence  as  a  brilliant  pianist.  Meyerbeer  came 
of  a  Jewish  family.  His  real  name  was  Jacob  Liebmann 
Beer.  He  prefixed  ** Meyer"  at  the  request  of  a  wealthy 
relative  who  made  him  his  heir.  He  was  a  pupil  in 
pianoforte  of  Clementi ;  also  studied  under  Abbe  Vogler, 
being  a  fellow  pupil  of  Weber.  His  first  operas  were 
German.  In  1815  he  wxnt  to  Italy  and  composed  a 
series  of  operas  in  the  style  of  Rossini.  Going  to  Paris 
in  1826,  he  became  ''immersed  in  the  study  of  French 
opera,  from  Lully  onward. ' '  The  first  result  was  * '  Rob- 
ert le  Diable''  (1831).  This  was  followed  by  ''Les  Hu- 
guenots" (1836) ;  ''Le  Prophete"  (1849) ;  "L'Etoile  du 
Nord"  (1854);  "Dinorah"  (1859).  Meyerbeer  died 
May  2,  1864,  in  Paris.  His  "L'Africaine*'  was  pro- 
duced the  year  following  his  death. 

ROBERT  LE  LIABLE 

{Ro-hair  leh  Dee-ah-hle) 

(Robert  the  Devil.)  Grand  Opera  in  Five  Acts.  Music 
by  Meyerbeer.  Book  by  Scribe  and  Delavigne.  First 
produced  in  the  Grand  Opera,  Paris,  November  22, 
1831,  where  its  tremendous  success  insured  the  for- 
tune of  the  Grand  Opera  itself. 

Scene:  Sicily. 

Time:  The  Thirteenth  Century. 

CAST 

Robert,  DuJce  of  Normandy  (Tenor). 
Alice,  foster  sister  of  Robert  (Soprano). 
Isabella,  Princess  of  Sicily  (Soprano). 
The  Abbess. 
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Bertram,  the  UnJcnown  (Basso). 
Raimbaut,  a  minstrel  (Tenor). 

Knights,  Monks,  Nuns,  etc. 

ARGUMENT 

A  legendary  story  involving  the  tempting  of  human 
characters  by  an  arch-fiend,  who  may  be  regarded  as  the 
prototype  of  Mephistopheles  in  ** Faust." 


Act  I 

A  Castle  in  Palermo.  Raimbaut,  a  wandering  min- 
strel, tells  the  story  of  Robert  the  Devil  to  a  group  of 
listening  knights.  It  seems  that  Robert  is  the  son  of  an 
arch-fiend  by  a  human  woman.  The  fiend  has  roamed 
the  earth  under  the  name  of  Bertram.  The  son  is  nat- 
urally of  wild  and  ungovernable  disposition,  being  still 
under  the  secret  control  of  his  father.  One  of  the  audi- 
tors to  whom  the  minstrel  tells  this  tale  is  Robert  him- 
self. He  is  so  incensed  by  this  disclosure  that  he  wishes 
to  make  away  with  Raimbaut,  but  the  latter  is  saved  by 
Robert's  foster-sister  Alice,  who  is  in  love  with  the 
minstrel. 

Act  II 

The  Palace  of  Isabella.  Robert  is  enamored  of  Isa- 
bella, the  Princess  of  Sicily,  and  has  come  hither  to  wear 
her  colors  in  a  tournament.  Bertram  lures  him  away, 
and  he  fails  to  meet  his  opponent,  thus  losing  his  honor 
as  a  knight  and  his  lady's  hand  in  the  bargain. 

Act  III 

Scene  1.  Eochy  Cavern  of  St.  Irene.  The  evil  spirits 
hold  high  carnival,  and  to  them  comes  Bertram,  who 
promises  a  recruit  in  his  son  Robert.  They  meet  Alice, 
who  has  had  a  tryst  with  Raimbaut,  and  she  seeks  to 
rescue  Robert. 

Scene  2.  A  Ruined  Cloister.  In  order  to  strengthen 
his  hold  on  Robert,  Bertram  calls  to  life  a  group  of  nuns 
who  in  life  forgot  their  vows.  They  tempt  the  knight 
and  finally  tell  him  he  can  win  Isabella,  if  he  steals  the 
mystic  cypress  from  the  tomb  of  St.  Rosalie. 
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Act  IV 

Isabella's  Chamber.  Armed  with  the  magic  talisman, 
Robert  enters  Isabella's  room.  He  threatens  to  abduct 
her,  but  yields  to  her  entreaties,  spares  her,  and  breaks 
the  cypress  branch,  destroying  the  speU. 

Act  V 

A  Cathedral  Aisle.  Robert  comes  to  the  doors  of  a 
cathedral  seeking  divine  mercy  for  his  past  misdeeds. 
For  the  last  time  his  fiendish  father  seeks  to  entice  him 
away ;  but  aided  by  Alice  he  repulses  him.  As  the  fiend 
flies,  the  cathedral  door  swings  open,  revealing  his  bride, 
Isabella,  who  is  awaiting  him. 


THE  HUGUENOTS 

{The  Hu-gee-nohs) 

Dramatic  Opera  in  Five  Acts.  Music  by  Jacob  Meyer- 
beer. Book  by  Eugene  Scribe.  First  produced  at  the 
Academic,  Paris,  February  29,  1836. 

Scene:  Paris  and  Touraine. 
Time:  1572. 

CAST 

Marguerite  de  Valois,  the  Princess  (Soprano). 
CoMTE  DE  St,  Bris,  a  Catholic  nobleman  (Basso). 
Valentine,  his  daughter  (Soprano). 
Raoul  de  Nangis,  a  Huguenot  nobleman  (Tenor). 
Marcel,  his  servant  (Basso). 
Due  DE  Nevers,  a  Catholic  nobleman  (Baritone). 
Urbain,  a  page  (Mezzo-Soprano). 
Bois  Ros6,  a  Huguenot  soldier  (Tenor). 
Catholic  and  Protestant  Noblemen  and  Sol- 
diers, Courtiers,  Attendants,  Citizens. 

ARGUMENT 

The  Massacre  of  St.  Bartholomew's  Eve  forms  the 
historic  groundwork  of  *'The  Huguenots."    The  stormy 
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love-affair  of  two  young  persons  belonging  to  tlie  war- 
ring factions  is  its  theme. 

Act  I 

Dining  Hall  in  De  Nevers'  Chateau.  In  the  interests 
of  peace  between  the  warring  Catholic  and  Protestant 
parties  of  France,  the  Due  de  Nevers  entertains  Raoul  de 
Nangis  at  a  banquet  of  Catholic  noblemen.  While  at 
table,  the  diners  are  asked  to  toast  their  ladies,  and 
Raoul  tells  of  a  fair  unknown,  whom  he  had  once  rescued 
from  a  band  of  roystering  students,  and  whom  he  has 
since  searched  for  in  vain.  Raoul 's  servant  Marcel, 
now  enters  and  warns  him  of  impending  danger.  Mean- 
while, De  Nevers  has  been  called  from  the  room,  and 
Raoul,  looking  out  of  the  window,  perceives  him  in 
conversation  with  the  very  lady  whom  he  has  been 
toasting.  He  now  thinks  that  he  has  discovered  a  liaison 
between  the  lady  (Valentine)  and  the  noble,  when  in 
reality  she  has  come  only  to  ask  her  release  from  a 
promise  of  marriage.  A  servant  presently  arrives  bear- 
ing a  message  to  Raoul  from  Marguerite  de  Valois,  ask- 
ing him  to  come  secretly  to  court. 

Act  II 

Garden  of  Marguerite  de  Valois.  Marguerite,  like 
De  Nevers,  is  working  for  peace,  and  to  this  end  has 
invited  Raoul  to  her  presence.  She  is  willing  to  arrange 
a  match  between  him  and  Valentine  de  St.  Bris,  thus 
uniting  two  warring  houses.  To  this  end,  Valentine  has 
broken  her  betrothal  with  De  Nevers,  but  is  doubtful  as 
to  her  father's  consent.  The  princess  promises  to  ar- 
range matters  with  St.  Bris.  Raoul  is  received  at  court 
blindfolded,  and  when  unblinded  is  delighted  with  his 
cordial  reception.  Catholic  and  Protestant  nobles  pledge 
amity,  and  Valentine's  hand  is  promised  to  Raoul.  But 
when  he  discovers  in  her  the  same  lady  that  he  saw  in 
De  Nevers'  garden,  he  thinks  that  the  duke's  discarded 
mistress  is  being  bestowed  upon  him,  and  refuses  the 
alliance.  St.  Bris  and  De  Nevers  both  wish  to  avenge 
this  insult,  and  immediate  bloodshed  is  only  averted  by 
the  presence  of  the  princess. 
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Act  III 

Banks  of  the  Seine  near  Paris,  Valentine  has  again 
accepted  the  faithful  De  Nevers  and  preparations  are 
forw^ard  for  their  wedding.  Raoul  has  sent  a  challenge 
to  St.  Bris,  and  the  latter 's  friends  urge  him  to  involve 
all  the  Protestants  in  the  quarrel.  Raoul  is  warned  of 
treachery  through  Marcel  and  Valentine,  but  keeps  his 
appointment  with  St.  Bris.  Marcel  thereupon  calls  upon 
all  the  Huguenots  in  a  neighboring  inn,  while  St.  Bris 
summons  all  the  Catholics.  A  general  fight  is  averted 
only  by  Marguerite,  and  as  she  is  in  doubt  as  to  whom 
to  believe,  Valentine  tells  her  the  whole  story.  Raoul 
now  learns  for  the  first  time  of  his  unjust  suspicions, 
but  his  knowledge  comes  too  late,  as  De  Nevers  appears 
in  a  boat  to  conduct  his  bride  away. 

Act  IV 

Room  in  De  Nevers^  Mayision.  It  is  the  Eve  of  St. 
Bartholomew's.  Raoul  comes  to  take  a  last  farewell  of 
his  lady-love,  but  she  bids  him  fly  from  imminent  peril. 
A  party  of  Catholic  noblemen  now  enter  and  he  is  forced 
to  take  refuge  behind  a  screen.  There  he  overhears  the 
whole  conspiracy  against  his  party.  St.  Bris  gives  com- 
mands and  marshals  his  forces.  As  soon  as  they  have 
set  forth  on  their  bloody  quest,  Raoul  declares  that  he 
will  go  out  and  share  the  fate  of  his  friends.  Valentine 
clings  to  him  and  begs  him  not  to  go.  But  he  does  not 
hesitate.  Finding  that  she  has  locked  the  door,  he  leaps 
from  the  balcony  to  his  fate. 

Act  V  (Usually  Omitted) 

Marguerite^ s  Audience  Hall.  Raoul  escapes,  wounded, 
to  Marguerite's  court  and  begs  her  protection  for  the 
Huguenots.  It  is  too  late,  however.  Murder  is  afoot 
and  will  not  cease  till  the  whole  party  has  perished. 
Valentine  now  rushes  in  and  begs  him  to  abjure  his 
faith  and  thus  save  himself;  but  Marcel  tells  him  to 
remember  his  oath.  The  two  Huguenots  go  out  to  meet 
their  enemies,  and  Valentine  declares  she  will  turn  Prot- 
estant and  die  with  them. 
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LE  PEOPHETE 

(Luh  Prof -ait) 

(The  Prophet.)  Grand  Opera  in  Five  Acts.  Music  by 
Meyerbeer.  Book  by  Eugene  Scribe.  First  produced 
at  the  Grand  Opera,  Paris,  April  6,  1849. 

Scene:  Holland  and  Munster. 
Time:  1534-35. 

CAST 

John  of  Leyden  (Tenor). 
Fides,  his  mother  (Mezzo- Soprano), 
Bertha,  his  bride  (Soprano). 
Jonas,  Andhaptist  (Tenor). 
Matthisen,  Anabaptist  (Basso). 
Zacharias,  Anabaptist  (Basso). 
Count  Oberthal  (Baritone). 

Nobles,  Citizens,  Anabaptists,  Peasants, 
Soldiers,  Prisoners,  Children. 

ARGUMENT 

An  opera  with  an  historical  setting,  but  the  chief  motif 
of  which  is  the  power  and  beauty  of  mother-love. 

Act  I 

Count  OberthaVs  Castle.  John  of  Leyden  has  won 
the  hand  of  Bertha,  a  village  lass.  His  mother.  Fides, 
who  keeps  an  inn  at  Dordrecht,  approves  of  the  match, 
but  permission  must  also  be  obtained  from  the  Count, 
as  lord  of  the  domain.  The  two  women  now  come  to 
seek  it.  The  Count,  however,  is  so  pleased  with  the  girl 
that  he  refuses  his  consent  and  tries  to  abduct  her. 
Meanwhile  a  diversion  has  been  caused  by  the  entrance 
of  three  Anabaptists,  who  are  zealots  urging  the  people 
to  rise  up  against  their  tyrants. 


SCENE  FROM    THE    PROPHET. 
Act  v.,  Sc.  III. 
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Act  II 

The  Inn  at  Dordrecht.  John  awaits  the  return  of  his 
sweetheart  to  the  inn.  Gathered  there  also  are  a  throng 
of  merrymaking  peasants  and  the  three  Anabaptists. 
The  latter  seek  to  win  John  to  their  cause.  While  they 
entreat  him,  Bertha  rushes  in.  She  has  escaped  the 
Count's  clutches,  but  the  latter  soon  enters  in  pursuit 
of  her.  John  shields  her  until  the  Count  threatens  that, 
unless  the  girl  is  returned  to  him,  Fides,  now  in  custody, 
will  be  slain.  To  save  his  mother,  John  relinquishes  his 
sweetheart.  When  the  Anabaptists  return  later  and 
again  urge  him  to  become  their  leader  he  consents.  He 
thirsts  for  revenge  against  Oberthal. 

Act  III 

The  Anabaptist  Camp.  The  Anabaptist  soldiers  have 
captured  a  party  of  noblemen,  who  are  forced  to  pay 
ransom.  All  make  merry,  and  the  famous  ballet  on  the 
ice  forms  part  of  the  amusement.  In  the  background 
is  Mtinster,  still  in  the  hands  of  Count  Oberthal 's  father, 
who  refuses  to  surrender  it  to  the  enemy.  They  resolve 
to  storm  it,  a  resolution  which  is  heard  by  young  Ober- 
thal, who  has  come  disguised  to  the  Anabaptists'  camp 
in  order  to  save  his  father  and  the  town.  He  is  recog- 
nized and  is  about  to  be  killed,  when  John  hears  from 
him  that  Bertha  has  escaped.  He  bids  the  soldiers  spare 
Oberthal 's  life,  that  he  may  be  judged  by  Bertha  herself. 
John  has  already  endured  great  pangs  of  conscience  at 
seeing  his  army  so  wild  and  bloodthirsty.  He  refuses 
to  go  further,  but  hearing  that  an  army  of  soldiers  has 
broken  out  of  Mtinster  to  destroy  the  Anabaptists,  he 
rallies.  Praying  fervently  to  God  for  help  and  victory, 
inspiration  and  fresh  enthusiasm  come  over  him  and 
are  communicated  to  his  soldiers.  They  resolve  to  storm 
Mtinster. 
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Act  IV 

Public  Square  in  Munst$r.  The  city  has  been  cap- 
tured by  the  Anabaptists.  John,  on  the  crest  of  victory, 
is  not  content  with  the  title  of  Prophet,  but  plans  to 
seize  a  crown.  His  mother  and  sweetheart  make  their 
way  in  disguise  to  the  city.  They  follow  the  throng  to 
the  cathedral  where  the  Prophet  is  to  be  crowned  king. 
When  John  begins  to  speak,  Fides  recognizes  him  and 
cannot  restrain  the  cry,  ''My  son!"  John  has  claimed 
divine  origin  and  sees  peril  in  this  recognition  by  his 
mother.  He  says  that  the  woman  is  an  impostor,  and 
he  bares  his  breast  to  a  drawn  sword  if  she  shall  again 
claim  kinship.    She  renounces  her  claim  at  once. 

Act  V 

The  Palace  in  Munster.  A  counterplot  against  the 
Prophet  is  being  hatched  by  the  three  Anabaptists  who 
first  recruited  him.  They  plan  to  sell  him  to  the  Ger- 
man Emperor  for  the  price  of  a  pardon  for  themselves. 
Meanwhile  John  has  had  a  secret  meeting  with  his 
mother,  and  although  he  is  now  all-powerful,  he  im- 
plores her  pardon.  This  she  at  first  refuses,  then  grants 
on  condition  that  he  will  return  to  Leyden.  At  this  mo- 
ment they  are  joined  by  Bertha,  who  has  sworn  vengeance 
against  the  Prophet,  not  knowing  him  to  be  her  lover. 
She  has  placed  a  slow  fire  in  the  dungeons  of  the  palace 
which  will  soon  reach  the  powder  magazine.  When 
she  learns  that  the  Prophet,  whose  bloody  deeds  have 
stirred  the  country,  and  John  are  one  and  the  same, 
she  is  so  shocked  that  she  ends  her  life  by  a  dagger 
thrust.  Threatened  with  betrayal  from  without,  and  a 
victim  of  remorse,  John  does  not  seek  to  avoid  the  com- 
ing catastrophe.  He  joins  a  group  of  banqueters  at 
their  revels,  and  his  mother  calmly  places  herself  by 
his  side.  Flames  and  smoke  rise  up  through  the  floor, 
and  preseiitly  the  building  falls  crashing  upon  them. 
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L'AFBICAINE 

(Laf-ree-cain) 

(The  African.)  Tragic  Opera  in  Five  Acts.  Music  by 
Meyerbeer.  Book  by  Eugene  Scribe.  First  produced 
at  the  Grand  Opera,  Paris,  April  28,  1865. 

Scene:  Lisbon;  a  ship  at  sea;  Madagascar. 
Time:  The  Sixteenth  Century. 

CAST 

Vasco  da  Gama,  an  officer  in  the  Portuguese 

Navy  (Tenor). 
Don  Pedro,  President  of  the  Royal  Council  (Basso). 
Don  Diego,  Member  of  the  Council  (Basso). 
Don  Alvar,  Member  of  the  Council  (Tenor). 
Inez,  daughter  of  Don  Diego  (Soprano). 
Anna,  her  attendant  (Contralto). 
Selika,  an  African  Queen,  held  as  a  slave 

(Soprano). 
Nelusko,  a  slave  (Baritone). 
Grand  Inquisitor  (Basso). 

Priests,  Inquisitors,  Councillors,  Sailors, 

Indians,  Attendants,  Ladies,  Soldiers. 

ARGUMENT 

'*L'Africaine"  was  Meyerbeer's  last  opera,  and  con- 
sidered by  him  his  masterpiece.  He  did  not,  however, 
live  to  see  it  produced.  It  is  an  elaborate  work  in  its 
scenic  setting,  and  has  a  quasi-historical  background. 

Act  I 

Royal  Council  Chamber y  Lisbon.  The  famous  voy- 
ager, Vasco  da  Gama,  who  has  been  sent  to  trace  a  route 
around  the  Cape  of  Good  Hope,  has  not  returned,  and 
is  given  over  for  lost.  Admiral  Diego,  believing  this 
true,  wishes  to  bestow  the  hand  of  his  daughter  Inez 
on  another  suitor,  Don  Pedro.  At  this  juncture  Vasco 
returns,  having  been  the  only  one  of  his  ship's  party 
to  escape  shipwreck.     He  brings  with  him  two  strange 
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captives.  He  shows  the  Council  maps  of  the  African 
coast  and  endeavors  to  prove  to  them  the  existence  of 
other  lands  to  the  East.  He  pleads  for  ships  and  funds 
to  start  a  new  voyage  of  conquest  and  discovery.  But 
his  rival  for  the  hand  of  Inez  discredits  him  with  the 
Council.  He  asserts  that  Da  Gama's  contentions  are 
heretical  and  contrary  to  the  Holy  Word.  Instead  of 
being  given  credence  and  assistance,  the  Council  throws 
the  voyager  into  prison. 

Act  II 

A  Prison  Cell.  Vasco  languishes  in  prison.  With 
him  are  the  two  captives  he  has  brought  from  Africa, 
Selika  and  Nelusko.  Selika  watches  over  him  devotedly. 
She  was  a  Queen  in  her  own  land,  but  is  now  content 
to  be  the  slave  of  this  proud  foreigner  who  has  saved 
her  and  her  companion  from  a  slave-ship.  But  Vasco 
is  thinking  only  of  Inez,  and  Nelusko,  who  honors  in 
Selika  not  only  his  Queen,  but  the  woman  of  his  love, 
tries  to  stab  Vasco,  the  Christian,  whom  he  hates  with 
a  deadly  hatred.  Selika  prevents  him  and  rouses  the 
sleeping  Vasco,  who  has  been  dreaming  of  another  voy- 
age to  the  unknown  country.  Selika  now  shows  him 
on  the  map  the  way  to  her  native  isle,  and  he  vows  her 
eternal  fealty.  But  presently  Inez  enters  to  announce 
that  Vasco  is  free.  She  has  paid  dearly  for  her  lover's 
deliverance,  however,  for  she  has  given  her  hand  to  Don 
Pedro,  who,  having  got  all  Vasco 's  plans  and  maps,  is 
commissioned  by  the  Council  to  set  out  on  the  voyage 
of  discovery.  On  her  part,  Inez  has  been  told  that  Vasco 
has  forgotten  her  for  Selika  the  slave.  In  order  to  prove 
his  fidelity  to  Inez,  our  ungrateful  hero  immediately 
presents  her  with  the  two  slaves,  and  Don  Pedro  re- 
solves to  make  use  of  them  for  his  eyploration. 

Act  III 

On  Board  of  Don  Tedro's  Ship.  Nelusko  has  been 
made  pilot,  but  his  actions  are  open  to  suspicion.  Two 
ships  of  the  fleet  have  already  been  lost,  but  Don  Pedro 
continues  to  sail  on.     At  this  moment   a  Portuguese 
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vessel  is  seen  approaching.  It  is  in  command  of  Vasco 
da  Gama,  who  has  fitted  it  out  at  his  own  expense.  Al- 
though Don  Pedro  is  his  enemy,  he  comes  aboard  the 
admiral 's  ship  to  warn  him  that  the  vessel  is  on  a  wrong 
course  and  likely  to  meet  with  disaster.  Don  Pedro, 
however,  accuses  him  of  desiring  only  to  see  Inez,  who 
is  on  the  vessel.  At  his  command,  Vasco  is  seized  and 
bound.  A  few  moments  later,  however,  a  violent  storm 
breaks  over  the  ship.  It  is  driven  upon  a  reef.  Sav- 
ages, for  whom  Nelusko  has  signalled,  clamber  up  the 
sides  of  the  vessel  and  massacre  all  save  a  few,  who  are 
spared  by  orders  of  their  Queen,  Selika. 

Act  IV 

The  Isle  of  Madagascar.  Among  those  saved  from 
the  ship  are  Vasco  and  Inez.  Vasco  finds  himself  at 
last  on  the  island  that  he  has  vainly  sought.  Its  Queen 
is  Selika,  who,  in  order  to  save  him  from  execution  by 
the  natives,  asserts  that  he  is  her  husband.  She  prevails 
upon  Nelusko  to  bear  witness  to  this  fact,  and  the  mar- 
riage is  celebrated  according  to  native  rites.  Vasco  is 
touched  by  Selika 's  devotion  to  him  after  his  past  faith- 
lessness, and  again  vows  that  he  will  remain  true  to  her. 
But  alas!  he  hears  the  voice  of  Inez  who  is  being  led 
away  to  execution,  and  he  cannot  conceal  his  emotion. 

Act  V 

Gardens  of  Selika^s  Palace.  Selika  divines  the  cause 
of  Vasco 's  emotion,  and  sends  for  her  rival,  resolving  to 
put  her  to  death.  But  again  her  magnanimity  conquers 
her  passion.  She  sets  both  her  captives  free  and  pro- 
vides a  ship  for  them  to  return  to  their  native  land. 

As  the  ship  sails  away,  Selika  watches  it  from  a  prom- 
ontory, shaded  by  the  deadly  manzanilla  tree.  The  odor 
of  its  blossoms  is  poisonous,  but  she  gladly  inhales  it, 
as  she  has  bid  an  eternal  farewell  to  the  king  of  her 
heart.  Soon  after,  the  faithful  Nelusko  finds  her  life- 
less, and  resolves  to  join  her  in  the  land  of  shades. 


ITALO  MONTEMEZZI 

Montemezzi  is  one  of  the  present-day  group  of  Italian 
composers,  who  thus  far  has  established  his  standing  by 
a  single  opera,  but  that  a  powerful  one.  He  was  born 
in  Verona,  in  1875,  and  studied  in  Italian  schools.  His 
style  is  abrupt  rather  than  flowing — a  succession  of  mu- 
sical phrases  set  in  eloquent  and  declamatory  style. 

THE   LOVE   OF   TEE   THREE   KINGS 

(L'Amore  Dei  Tre  Re.)  Tragic  Poem  in  Three  Acts. 
Music  by  Italo  Montemezzi.  Book  by  Sem.  BeneUi, 
First  produced  at  La  Scala,  Milan,  April  11,  1913, 

Scene  :  A  remote  castle  of  Italy. 
Time  ;  The  Middle  Ages. 

CAST 

Archibaldo,  an  aged  king  (Basso). 
Manfredo,  his  son  (Baritone). 
AviTO,  Prince  of  Altura  (Tenor). 
Flaminio,  an  attendant  (Tenor). 
FioRA,  wife  of  Manfredo  (Soprano). 
Servant  Girl  (Soprano). 
Young  Girl  (Soprano). 
Old  Woman  (Contralto). 

Court  Attendants,  Mourners,  Villagers 
of  Altura. 

ARGUMENT 

Flora,  formerly  loved  by  Avito,  Prince  of  Altura,  has 
been  given  as  the  pricc  of  peace  to  the  conqueror  of 
that  country.  The  story  is  the  struggle  of  this  princess 
between  her  old  love  and  her  loyalty  to  her  new  lord 
— the  tragedy  of  jealousy  and  broken  faith. 
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Act  I 

Spacious  Hall  in  the  Castle.  Archibaldo,  the  aged 
King  of  an  Italian  country,  has  conquered,  in  earlier 
years,  the  neighboring  state  of  Altura.  As  the  price  of 
peace  he  receives  the  maiden,  Fiora,  whom  he  bestows 
upon  his  son,  Manfredo,  for  wife.  Manfredo  tenderly 
loves  his  young  wife,  but  is  often  away  at  the  wars.  His 
father  is  suspicious  as  to  her  conduct,  and  having  be- 
come blind  is  all  the  more  distrustful.  In  the  opening 
scene,  he  enters  with  Flaminio,  and  questions  him  as  to 
her  whereabouts.  He  then  retires,  after  having  had 
a  signal  lantern  extinguished.  Flora  enters  from  her 
apartment  and  is  met  by  Avito,  her  former  lover  in  Al- 
tura. He  renews  his  love-making,  but  is  warned  of 
danger  by  the  fact  that  the  lantern  is  extinguished,  and 
turns  to  flee  as  the  blind  Archibaldo  returns.  The  latter 
questions  Fiora  sharply  as  to  whom  she  has  been  with, 
and  her  trembling  replies  convince  him  that  she  is  un- 
true to  his  son.  He  sends  her  to  her  room,  as  the  sound 
of  trumpets  announce  the  return  of  Manfredo.  The 
Prince  is  not  informed  of  his  father's  fears,  the  latter 
murmuring,  *'0  Lord  God,  let  me  not  see — let  me  be 
blind— be  blind!" 

Act  II 

A  Circular  Terrace  on  the  Castle  Walls.  Manfredo, 
recalled  to  his  troops,  bids  his  wife  a  kind  and  affection- 
ate farewell.  He  does  not  demand  anything  of  her — 
only  that  she  will  cheer  him  and  his  troops,  as  they  ride 
away  down  the  valley,  by  waving  a  scarf.  Touched  by 
his  unselfish  devotion  she  promises,  and  is  minded  there- 
after to  be  a  faithful  wife  to  him.  But  alas  for  her  good 
resolutions! — the  first  person  she  encounters  upon  the 
castle  walls  is  Avito,  disguised  as  a  guard.  She  bids 
him  go,  saying  that  she  is  ''conquered  by  kindness.'' 
He  refuses,  and  makes  such  ardent  love  that  she  is  once 
more  overcome  and  yields  to  him.  When  the  servants 
bring  a  casket  containing  Manfredo 's  scarf,  she  will 
not  let  her  lover  touch  it,  but  waves  it  wearily  to  the 
distant  horsemen.    Archibaldo  again  surprises  the  lov- 
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ers.  Avito  is  ready  to  stab  him  with  his  dagger,  but  is 
prevented  by  Flaminio  in  a  silent  gesture.  The  King 
demands  to  know  who  is  there.  Flaminio  shields  the 
Prince,  and  is  dismissed  by  Archibaldo,  who  rages  at  his 
own  helplessness.  In  a  fit  of  frenzy  he  throttles  Flora, 
because  she  withholds  the  name  of  her  lover,  while  con- 
fessing her  guilt.  Manfredo  returns,  alarmed  at  the 
cessation  of  his  signal,  the  waving  scarf,  and  finds  the 
old  King  crouching  beside  the  dead  body  of  Flora. 
Archibaldo  tells  why  he  committed  the  deed,  and  Man- 
fredo retires,  overcome  with  grief.  He  is  followed  by 
the  blind  King,  carrying  the  body. 

Act  III 

Crypt  in  the  Castle  Chapel.  In  the  center  lies  the 
body  of  Flora,  clad  in  white,  on  a  bed  of  flowers.  A 
choir  and  various  single  voices  sing  lamentations.  They 
disperse  upon  the  entrance  of  Avito,  who  bows  and 
shields  his  face  as  before  a  shrine.  He  bemoans  his 
loss  and  in  farewell  kisses  her  upon  the  lips.  A  violent 
pain  seizes  him  and  he  arises  tottering.  Manfredo  ap- 
proaches in  the  shadow.  He  recognizes  the  Alturian, 
and  tells  him  that  the  girl's  lips  were  poisoned  as  a  trap 
to  catch  him,  and  his  moments  are  numbered.  More  in 
sorrow  than  in  anger  Manfredo  asks:  ''Did  she  love 
thee?"  ''More  than  the  life  they  took  from  her!"  re- 
plies Avito,  and  falls  dying.  Manfredo  supports  him, 
crying,  ' '  Why  cannot  I  hate ! ' '  Overcome  with  remorse, 
he  casts  himself  upon  the  bier  and  in  turn  presses  the 
poisoned  lips  of  his  dead  wife.  Archibaldo  gropes  his 
way  in,  to  find  his  son  breathing  his  last.  The  love  of 
the  three  kings  has  brought  only  death  in  its  wake. 


MODESTE    MOUSSORGSKY 

A  Russian  composer,  born  at  Karevo,  March  28,  1839. 
His  first  lessons  on  the  piano  were  with  his  mother.  In 
1852  he  entered  a  school  for  ensigns,  but  retained  his 
interest  in  music.  Later  he  came  in  touch  with  Borodin 
and  Rimsky-Korsakoff,  and  with  others  of  a  little  group 
introduced  a  new  school  of  Russian  music.  He  wrote 
chorals,  songs,  piano  pieces,  and  an  orchestra  suite,  but 
only  two  complete  operas — ''Boris  Godounoif"  and 
* '  Khovanshchina. ' '  Moussorgsky  's  last  years  were  spent 
in  poverty,  due  partly  to  dissipation.  He  died  on  his 
birthday,  March  28,  1881. 

BORIS   GODOUNOFF 

(Bo'-ris  Go'-do-nof) 

A  Russian  National  Musical  Drama,  in  a  Prologue  and 
Four  Acts.  Book  and  Music  by  Modesto  Moussorg- 
sky. After  the  historical  drama  by  Pushkin.  First 
produced  in  St.  Petersburg  (Petrograd),  January  24, 
1874. 

Scene:  Russia. 

Time:  1598-1605. 

CAST 

Boris  Godounoff,  the  Czar  (Baritone). 
Feodor,  his  son  (Mezzo-Soprano). 
Xenia,  his  daughter  (Soprano). 
Nurse  (Contralto). 

Marina,  a  courtesan  (Mezzo-Soprano). 
Prince  Schouisky  (Tenor). 

Tchellakoff,  Secretary  of  the  Duma  (Baritone). 
Pimen,  a  monk  (Basso). 
Gregory,  the  pretended  Dimitri  (Tfenop). 
[Warlaam,  a  vagahond  (Basso). 
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MissAiL,  a  vagabond  (Tenor). 

A  Simpleton  (Tenor). 

Police  Officer  (Basso). 

Court  Officer  (Tenor). 

Innkeeper  (Tenor). 

LoviTZKY,  a  Jesuit  (Basso). 

TcHERNisKowsKY,  a  Jesuit  (Basso). 

Citizens,  Courtiers,  Officers,  Monks,  etc. 

ARGUMENT 

The  theme  of  this  opera  is  based  upon  an  historical 
episode,  and  may  be  regarded  as  an  epic  of  Russian  life. 
It  involves  characters  from  the  highest  to  the  lowest, 
and  the  chief  figure,  the  unhappy  Czar,  is  in  a  sense  a 
lay  figure  around  whom  the  action  revolves. 

Prologue 

Scene  1.  Courtyard  of  a  Mon,astery.  A  mob  of  peo- 
ple gather  about  a  monastery,  in  which  Boris  Godounoff 
has  taken  refuge,  and  clamor  for  him  to  become  their 
Czar.  Their  outcry,  however,  is  instigated  by  police 
officers,  as  it  is  felt  that  Boris  is  a  usurper  who  has  been 
guilty  of  the  murder  of  Dimitri,  the  Czarevitch. 

Scene  2.  Square  in  front  of  the  Kremlin,  Boris  has 
yielded  to  the  carefully  staged  demand  on  the  part  of 
the  people,  and  is  publicly  crowned  amid  gorgeous  cere- 
monies. 

Act  I 

Scene  1.  Interior  of  a  Monastery.  The  aged  monk, 
Pimen,  is  engaged  in  writing  the  history  of  the  time. 
He  has  come  to  the  part  deahng  with  the  death  of  Di- 
mitri and  the  accession  of  Boris,  when  Gregory,  a  nov- 
ice, awakens  from  a  sleep,  in  the  corner  of  the  cell,  and 
learns  this  tragic  story.  As  tnere  seems  to  be  doubt 
that  the  prince  was  actually  slain,  Gregory  inwardly 
resolves  to  proclaim  himself  the  lost  heir  to  the  throne. 

Scene  2.  An  Inn  on  the  Russian  Border.  While  the 
hostess  of  an  inn  goes  singing  about  her  work,  a  fugitive 
arrives  in  haste  and  demands  shelter.  It  is  Gregory, 
who  has  escaped  from  the  monastery,  and  is  trying  to 
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get  over  the  border,  in  order  to  further  his  plot  against 
the  throne.  While  two  monks  who  have  accompanied 
him  are  drinking,  the  police  arrive  in  search  of  the  pre- 
tender. They  hand  a  paper  to  Gregory  and  ask  him  to 
read  it  for  them.  He  begins  it  and  finds  that  it  is  a 
description  of  himself,  so  in  the  reading  he  changes  it 
to  describe  one  of  the  other  monks.  The  latter  is  seized 
by  the  officers,  but  gets  possession  of  the  paper  and  finds 
that  it  applies  to  Gregory.  He,  however,  jumps  through 
the  window  and  escapes. 

Act  II 

The  Czar's  Palace.  Xenia,  the  daughter  of  Boris,  sor- 
rows for  the  death  of  her  lover,  Dimitri.  Her  nurse 
sings  a  song  to  comfort  her,  and  her  little  brother, 
Feodor,  also  sings  a  folk  song.  Boris  enters  and  greets 
his  children.  A  messenger  announces  the  arrival  of 
Prince  Schouisky,  who  is  reported  to  be  in  league  with 
the  Czar's  enemies.  When  the  Prince  enters,  Boris  up- 
braids him  for  his  duplicity,  but  the  Prince  protests 
that  he  is  loyal.  He  has  seen  the  pretended  Dimitri,  in 
order  to  learn  what  manner  of  man  he  is.  At  the  men- 
tion of  Dimitri 's  name,  Boris  changes  color,  and  begins 
to  ply  him  with  questions.  Finally  he  dismisses  him 
in  order  to  hide  his  own  terror-stricken  condition. 

Act  III 

Marina's  Apartments.  Marina,  an  adventuress  in  the 
employ  of  the  Jesuits,  seeks  to  entangle  Gregory  in  her 
net.  She  knows  his  true  story,  but  is  willing  to  aid  in 
his  plot  provided  he  will  grant  her  party  certain  rights. 
Gregory  meets  her  in  her  garden,  and  the  two  exchange 
vows  of  love. 

Act  IV 

Scene  1.  A  Street.  A  crowd  rushes  through  the 
streets,  clamoring  as  loudly  for  the  supposed  Dimitri 
as  they  had  previously  shouted  for  Boris.  Gregory  ar- 
rives and  is  greeted  as  the  true  Czar,  and  the  mob  rushes 
to  storm  the  palace. 
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Scene  2.  Hall  of  ike  Duma.  While  the  Duma  is  in 
session,  Prince  Schouisky  arrives  and  states  that  he  be- 
lieves Czar  Boris  to  be  demented.  He  is  interrupted  by 
the  entrance  of  Boris,  who  violently  denounces  his  ene- 
mies and  asserts  his  own  innocence.  The  Prince  tries 
to  calm  him,  by  asserting  that  the  monk  Pimen  is  at 
hand,  with  a  written  record  of  the  events  leading  up  to 
his  accession.  Pimen  enters  and  tells  of  a  supposed 
miracle  which  took  place  at  the  grave  of  Dimitri.  The 
latter  is  undoubtedly  dead  and  has  become  a  saint. 
Boris  again  grows  violent,  giving  evidence  of  insanity. 
He  restrains  himself  with  an  effort,  and  summons  his 
son  Feodor,  whom  he  proclaims  his  heir.  The  pre- 
tender, however,  has  already  been  crowned  by  the  mul- 
titude, and  the  sounds  of  rejoicing  are  heard  without. 
Boris,  in  a  fit  of  terror  and  remorse,  falls  dead. 


MOZART. 
Painting-  from  life  by  Jean  Guerrin. 


WOLFGANG  AMADEUS  MOZART 

If  ever  there  was  *  *  a  born  musician, ' '  Mozart  was  that 
one.  Stories  are  still  current  of  his  precocity.  Born  in 
Salzburg,  Austria,  January  27,  1756,  his  extraordinary 
musical  genius  early  came  to  public  attention.  At  the 
age  of  four  he  played  the  clavichord  and  composed 
minuets  which  are  still  extant.  At  six  we  find  him  and 
his  gifted  sister,  also  a  child,  playing  before  the  courts 
at  Munich  and  Vienna.  At  seven,  Mozart  took  his  place 
in  a  stringed  orchestra  and  played  a  difficult  score  at 
sight.  At  the  mature  age  of  thirteen  he  was  appointed 
director  of  concerts  at  Salzburg,  and  made  a  concert 
tour  with  his  father  to  Italy,  whither  his  fame  had  pre- 
ceded him.  But  despite  this  early  popularity  Mozart 
was  destined  to  a  life  of  deprivation  and  want,  due  to 
the  pittances  which  he  received  for  his  musical  works. 
His  first  opera,  * '  Mithridates, "  was  composed  at  four- 
teen (1770)  and  produced  in  Milan  the  same  year.  Ten 
years  later  came  *'Idomeneus"  (1780) ;  followed  by 
"The  Marriage  of  Figaro"  (1786);  "Don  Giovanni'' 
(1787) ;  "Cosi  Fan  Tutte,'^  a  comic  opera  (1788) ;  "The 
Seraglio,"  a  light  opera  (1789);  "Titus"  (1791);  and 
"The  Magic  Flute"  (1791).  This  does  not  take  into 
account  his  quartets,  masses,  and  other  compositions, 
possibly  the  most  noteworthy  being  his  celebrated 
"Requiem  Mass"  finished  only  a  few  days  before  his 
decease.  That  Mozart  was  "a  genius  by  the  grace  of 
God"  is  revealed  by  the  fact  that  his  career  ended  at 
the  age  of  thirty-five.  He  died  in  Vienna,  December  5, 
1791. 

TEE  MARRIAGE  OF  FIGARO 

(The  Mar-riage  of  Fee-gah'-ro) 

(Le  Nozze  di  Figaro.)      Comic   Opera  in  Four  Acts. 
Music  by  Mozart.  Book  by  Lorenzo  Da  Ponte,  founded 
upon  the  comedy  of  Beaumarchais.     First  produced 
at  the  National  Theatre,  Vienna,  May  1,  1786. 
Scene:  Seville. 
yiME':  The  Seventeenth  Century, 
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CAST 

Count  Almaviva,  a  nobleman  of  Seville  (Baritone). 

Countess  Rosina,  his  wife  (Soprano). 

Figaro,  valet  to  the  Count  (Basso). 

Susanna,  his  betrothed  (Soprano). 

Doctor  Bartolo,  a  physician  (Basso). 

Basilio,  a  music-master  (Tenor). 

Cherubino,  a  page  (Soprano). 

Marcellina,  the  housekeeper  (Contralto). 

Antonio,  a  gardener  (Basso). 

BarbariNxI,  his  daughter  (Soprano). 

Don  Guzman,  a  judge  (Tenor). 

Members  of  the  Count's  household, 
Friends,  Citizens,  etc. 

ARGUMENT 

**The  Marriage  of  Figaro"  is  a  direct  continuation 
of  *'The  Barber  of  Seville,"  Rossini's  tuneful  opera, 
both  being  founded  upon  the  uproarious  comedy  by 
Beaumarchais. 

In  the  present  opera,  Count  Almaviva  is  wedded  to 
Rosina,  whom  he  courted  under  such  difficulties  with  the 
aid  of  the  "Barber."  But  having  obtained  the  lady  he 
proves  fickle  and  susceptible  to  other  beauties  who  may 
chance  to  come  his  way.  His  latest  flame  is  Barbarina, 
the  pretty  daughter  of  his  gardener,  but  he  has  a  rival 
in  the  persistent  page,  Cherubino,  whom  he  seeks  to  get 
rid  of  by  placing  him  in  the  army.  Figaro,  the  barber, 
has  entered  the  Count's  service  and  is  looking  forward 
to  marriage  with  Susanna,  a  ward  of  the  Countess.  Su- 
sanna also  has  been  pursued  by  the  Count,  unsuccess- 
fully. 

Act  I 

A  Room  in  the  Count* s  Castle.  Preparations  are  for- 
ward for  the  marriage  of  Figaro  and  Susanna.  He  is 
discovered  busily  arranging  the  furniture,  while  she  is 
trying  on  a  bridal  wreath  before  the  mirror.  They  plan 
for  the  future  and  she  says  she  will  be  glad  thus  to  es- 
cape the  Count's  attentions.    Dr.  Bartolo,  the  physician, 
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arrives  and  is  told  by  Marcellina,  the  old  housekeeper, 
that  Figaro  was  formerly  engaged  to  marry  her.  The 
doctor  agrees  to  help  her  win  justice,  and  is  glad  to 
have  this  chance  to  even  up  some  old  scores.  Marcel- 
lina and  Susanna  engage  in  a  war  of  words  over  the 
bridegroom.  The  page,  Cherubino,  now  arrives  with  his 
troubles;  he  is  to  be  sent  away  immediately  because  he 
loves  Barbarina.  His  recital  of  woe  is  interrupted  by 
the  entrance  of  the  Count  himself.  The  page  jumps 
behind  a  chair.  Susanna  seats  herself  before  him.  The 
Count  makes  advances,  but  is  disturbed  by  the  entrance 
of  Basilio,  and  in  turn  goes  behind  the  chair.  The  page 
slips  like  an  eel  into  the  chair  and  is  covered  by  a  dress 
which  Susanna  throws  over  it.  After  some  further 
confusion,  both  the  Count  and  Cherubino  are  discovered 
and  the  page  is  ordered  to  depart  forthwith. 

Act  II 

Apartments  of  the  Countess,  Cherubino  still  lingers 
around  the  premises,  and  the  Countess  decides  to  use 
him  as  a  tool  to  unmask  her  husband's  perfidy.  She  and 
Susanna  plan  to  dress  him  in  woman's  attire,  and  he 
is  nothing  loath,  as  this  will  enable  him  to  remain  for 
the  wedding  and  be  near  Barbarina.  While  they  are 
thus  busied  the  Count  comes  to  the  door  and  demands 
admittance.  Cherubino  jumps  out  of  the  window  and 
the  Count  is  baffled.  But  when  the  gardener  comes  in 
to  complain  that  his  flower-pots  beneath  the  window  are 
broken,  the  Count's  suspicions  are  again  aroused.  The 
gardener  also  produces  Cherubino 's  commission  in  the 
army,  which  has  been  dropped  in  the  leap.  But  Figaro, 
who  has  entered  meanwhile,  shoulders  all  the  blame, 
saying  that  he  had  come  to  see  Susanna  and  also  had 
the  letter.  Marcellina,  the  housekeeper,  now  appears  to 
enforce  her  claim  against  Figaro. 

Act  III 

Apartments  in  the  Castle.  Susanna  is  persuaded  to 
meet  the  Count,  by  the  Countess,  in  the  hope  of  untan- 
gling the  marital  difficulty.  The  Count  is  obdurate, 
until   it  is  found  that  Figaro  is  actually  the   son   of 
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Marcellina  and  so  could  not  possibly  marry  her.  This 
apparently  removes  the  last  obstacle  to  his  happiness. 
But  the  Countess  and  Susanna  had  agreed  to  change 
clothes  for  the  evening  in  order  to  confuse  the  Count 
still  further.  The  ruse  is  so  successful  that  Figaro  also 
is  fooled  and  becomes  furiously  jealous. 

Act  IV 

The  Garden.  The  last  act  becomes  a  farce  of  confused 
identities.  The  Countess  and  her  maid  have  changed 
clothes,  fooling  both  the  Count  and  his  servant.  Bar- 
barina  is  also  in  the  general  mix-up,  but  it  is  Figaro 
who  comes  in  for  cuffing  whenever  he  or  his  master 
makes  a  mistake — which  is  frequent.  Finally,  lights  are 
brought  on,  the  Count  realizes  that  he  has  been  well 
punished,  and  the  marriage  of  Figaro  is  approved. 


DON  GIOVANNI 

{Don   Oee-o-van'-nee) 

(Or,  The  Marble  Guest.)  Opera  Bouffe  in  Two  Acts. 
Music  by  Mozart.  Book  by  Da  Ponte,  after  a  Spanish 
tale  by  Tirso  de  Molina.  First  produced  at  Prague, 
October  29,  1787. 

Scene:  Seville. 

Time:  The  Seventeenth  Century. 

CAST 

Don  Giovanni  (Juan),  a  Castilian  dandy 

(Baritone). 
Don  Pedro,  the  Commandant  (Baritone). 
Anna,  his  daughter  (Soprano). 
Elvira,  a  former  sweetheart  of  Juan  (Soprano). 
Don  Octavio,  the  fiance  of  Anna  (Tenor). 
Leporello,  servant  of  Juan  (Basso). 
Masetto,  a  peasant  (Basso). 
Zerlina,  his  hetrothed  (Soprano). 

Spanish  Nobles,  Ladies,  Guests,  Guards, 
Servants. 
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ARGUMENT 

Among  the  many  operas  on  the  subject  of  Don  Juan 
and  his  amours,  none  has  the  merit  or  the  continuing 
popularity  of  this  of  Mozart. 

Act  I 

Scene  1.  The  Garden  of  the  Commandant's  Palace. 
Don  Juan,  a  notorious  libertine  of  Seville,  goes  by  night 
to  enter  the  apartments  of  Don  Pedro's  daughter,  Anna, 
who  is  betrothed  to  Octavio.  As  soon  as  she  discovers 
the  intruder's  presence  she  cries  for  help,  and  her  father 
hastens  to  her  aid.  He  is  mortally  wounded  by  Don 
Juan,  who  escapes  in  the  darkness  unrecognized. 

Scene  2.  Public  Square  in  Front  of  Don  Juan's  Pal- 
ace. Returning  from  this  bloody  adventure,  Don  Juan 
and  his  servant  Leporello  calmly  discuss  new  conquests. 
While  they  consult,  a  former  discarded  sweetheart,  El- 
vira, appears  and  upbraids  Don  Juan  for  his  cruelty. 
He  retreats,  leaving  the  girl  with  his  servant,  who  reveals 
to  her  the  amazing  list  of  his  master's  villainies. 

Don  Juan's  next  piece  of  rascality  is  an  attempt  to 
seduce  Zerlina,  a  peasant  girl,  on  the  very  eve  of  her 
wedding  with  Masetto,  a  villager.  He  is  foiled,  how- 
ever, by  the  entrance  of  Elvira,  who  shows  the  girl  her 
danger.  Meanwhile,  Octavio  and  Anna  have  been  search- 
ing for  the  murderer  of  Anna's  father,  and  come  to  ask 
Don  Juan  to  aid  them  in  their  search,  but  they  soon 
begin  to  suspect  the  libertine  of  the  deed.  Preparations 
proceed  for  the  peasant  wedding,  and  Don  Juan's  serv- 
ant aids  him  to  hoodwink  Mazetto  and  Zerlina.  The 
jealous  bridegroom  is  pacified  by  his  bride,  while  the 
libertine  conducts  both  to  a  gaily  decorated  apartment 
prepared  for  them.     Masked  guests  arrive. 

Scene  3.  The  Ball  Boom.  While  all  the  guests  en- 
gage in  a  dance,  Leporello  devotes  himself  to  Masetto, 
and  Don  Juan  conducts  Zerlina  to  a  private  room.  She 
resists  his  advances  and  her  cries  attract  the  masked 
guests  who  prove  to  be  Anna,  Elvira,  and  Octavio.  Don 
Juan  draws  his  sword,  fights  his  way  through  the  crowd 
and  escapes. 
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Act  II 

Scene  1.  Before  Elvira's  House.  Don  Juan  still  pur- 
sues Zerlina,  who  is  in  the  service  of  Elvira.  He  ex- 
changes cloaks  with  his  servant,  who  goes  to  call  upon 
the  mistress  while  the  master  devotes  himself  to  the 
maid.  Masetto  comes  upon  the  latter,  in  the  midst  of  a 
serenade,  but  is  beaten  by  Don  Juan,  who  again  gets 
away. 

Scene  2.  Elvira's  Apartments.  The  pretended  Don 
Juan  is  unmasked  by  Elvira,  Anna  and  Octavio,  and 
found  to  be  Leporello.  Their  suspicions  are  further  con- 
firmed as  to  Don  Juan's  guilt. 

Scene  3.  A  Graveyard,  in  which  stands  a  statue  of  the 
slain  Don  Pedro.  Leporello,  who  has  escaped,  comes  to 
tell  his  master  of  what  has  occurred,  but  the  latter 's 
spirits  are  still  gay  and  he  plans  further  deeds  of  vio- 
lence. At  this  juncture  a  hollow  voice  warns  him  to 
repent  ere  it  is  too  late.  It  is  the  statue  of  the  mur- 
dered nobleman  speaking  to  him.  The  libertine,  un- 
abashed, jeers  even  at  this,  and  invites  the  statue  to 
attend  a  banquet  which  he  is  to  give. 

Scene  4.  The  Apartments  of  Donna  Anna.  Love  scene 
between  Anna  and  Octavio  (sometimes  omitted). 

Scene  5.  Don  Juan 's  Dining  Hall.  True  to  his  word, 
Don  Juan  has  spread  a  sumptuous  repast,  and  in  the 
midst  of  it  a  heavy  tread  is  heard.  The  marble  statue 
of  the  Commandant  enters  and  bids  the  libertine  accom- 
pany him.  The  floor  opens  and  both  descend  into  the 
infernal  regions. 


THE  MAGIC  FLUTE 

(II  Flauto  Magico.  Die  Zauberflote.)  Fantastic  Opera 
in  Two,  or  Four  Acts.  Music  by  Mozart.  Book  by 
Emanuel  Schickaneder  and  Gieseke.  First  produced 
at  Vienna,  in  1791. 

Scene:  Egypt. 
Time:  Antiquity. 
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CAST 

Sarastro,  Priest  of  Isis  (Basso). 

The  Queen  of  Night,  a  sorceress  (Soprano). 

Pamina,  her  daughter  (Soprano). 

T AMINO,  a  Prince  (Tenor). 

Papageno,  his  attendant  (Basso). 

Papagena,  the  latter 's  sweetheart  (Soprano) 

MoNASTATOS,  a  Moor  (Tenor). 

Priests,  Ladies,  Pages,  Fairies,  and 
"Wild  Creatures. 

ARGUMENT 

*'The  Magic  Flute"  is  an  allegorical  fantasy  showing 
the  reward  of  constancy.  It  relates  the  adventures  of 
a  Prince  and  an  imprisoned  maiden.  The  bewildering 
array  of  scenes  is  wedded  to  sensuous  music  and  the 
effect  of  the  whole  is  heightened  by  strange  scenic  effects. 
The  two  acts  into  which  the  opera  was  originally  divided 
have  become  three  or  four  acts  in  modem  presentations. 

Act  I 

A  Forest.  Prince  Tamino  has  lost  his  way  in  a  dense 
forest  and  is  moreover  pursued  by  a  gigantic  serpent. 
His  outcries  bring  three  fairies  to  his  aid,  who  slay  the 
serpent  with  their  spears.  Tamino  now  sees  a  strange 
being  who  walks  like  a  man  but  is  clad  in  birds'  feathers. 
It  is  the  fantastic  Papageno,  who  claims  that  this  is  the 
proper  way  to  catch  birds.  Papageno  is  a  great  brag- 
gart and  at  once  claims  the  honor  for  having  slain  the 
serpent.  The  fairies  fasten  a  padlock  on  his  lips  in  pun- 
ishment for  the  lie.  They  show  the  Prince  the  portrait 
of  a  lovely  maiden,  Pamina,  who  is  in  the  power  of 
Sarastro,  at  the  Temple  of  Isis.  Her  mother,  the  Queen 
of  the  Night,  now  appears  and  invokes  his  aid  to  rescue 
the  maiden.  The  Prince  gladly  consents  to  enter  upon 
the  adventure,  and  is  given  a  magic  flute  which  will 
ward  off  danger.  Papageno  is  to  accompany  him;  the 
padlock  is  removed  and  he  is  given  a  chime  of  bells. 
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Act  II  ^ 

Scene  1.  The  Palace  of  Sarastro.  The  Moor,  Monas- 
tatos,  has  persecuted  Pamina  with  his  attentions.  An- 
gered by  her  disdain  he  drags  her  into  an  apartment, 
but  is  frightened  away  by  Papageno,  who  has  been  trans- 
ported thither  by  her  mother  to  announce  the  coming  of 
the  Prince.    Pamina  plans  to  flee  with  them. 

Scene  2.  Entrance  to  the  Temple.  Tamino  approaches 
the  Temple  of  Isis,  conducted  by  three  pages.  At  two 
of  its  doors  he  is  denied  admittance,  but  at  the  third 
a  priest  appears  and  tells  him  he  is  mistaken  in  his 
opinion  of  Sarastro.  The  maiden  is  really  being  pro- 
tected in  the  Temple  to  keep  her  out  of  the  power  of 
her  mother's  sorceries.  Pamina  and  Papageno  now 
appear,  but  the  Moor  prevents  their  escape.  Sarastro 
enters  and  having  heard  all  the  story  orders  that  the 
Moor  be  punished.  The  two  lovers  he  greets  kindly,  tell- 
ing the  Prince  he  must  show  himself  worthy  by  passing 
through  an  ordeal  of  the  Temple. 

Act  III 

Scene  1.  A  Palm  Grove.  The  priests  meet  to  con- 
sider the  case  of  the  two  lovers,  and  agree  that  they  shall 
be  united  if  the  Prince  can  successfully  undergo  the 
ordeals.  This  will  also  prevent  Pamina  from  falling 
under  the  evil  influence  of  her  mother. 

Scene  2.  A  Courtyard.  The  first  ordeal  is  that  of 
silence.  Tamino  and  Papageno  must  not  utter  a  word. 
The  three  attendants  of  the  Queen  of  the  Night  now 
appear  and  tempt  them,  but  they  remain  firm,  though 
at  great  cost  to  Papageno. 

Scene  3.  A  Garden.  While  Pamina  is  asleep  the 
Moor  approaches  her,  then  conceals  himself  when  her 
mother  appears  with  a  dagger,  which  the  girl  is  com- 
manded to  employ  against  Sarastro.  When  the  Queen 
is  gone,  the  Moor  returns  and  threatens  Pamina,  but  is 
again  foiled  by  Sarastro. 

Scene  4.  A  Corridor  in  the  Temple.  Papageno  and 
his  master  still  continue  under  the  ordeal  of  silence, 
which  finally  becomes  too  great  a  strain  for  the  former. 
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The  Prince  remains  silent  even  when  Pamina  meets 
him  and  addresses  endearing  remarks.  She  is  deeply 
wounded  that  he  does  not  reply. 

Act  IV 

Scene  1.  The  Pyramids.  The  Prince  is  commanded 
to  wander  out  into  the  desert.  He  parts  sadly  from 
Pamina.  Seeing  the  delights  as  well  as  the  sorrows  of 
love  Papageno  wishes  for  a  *  kittle  wife"  of  his  own. 
An  old  hag  appears  before  him.  As  he  is  about  to  run 
away  she  changes  into  the  young  and  pretty  Papagena. 
But  he,  too,  must  first  prove  his  worth. 

Scene  2.  The  Desert.  Pamina  believes  the  Prince  to 
be  faithless  and  is  about  to  kill  herself  with  the  dagger, 
when  she  is  prevented  by  the  three  pages.  Papageno 
likewise  is  in  the  depths  of  despair  over  the  loss  of 
Papagena,  but  when  he  finds  he  can  summon  her  by 
ringing  his  chime  of  bells  his  sorrow  is  turned  into  joy. 

Scene  3.  A  Fiery  Cavern,  Tamino  is  seen  under- 
going the  last  of  his  ordeals.  He  is  menaced  by  great 
waterfalls  and  tongues  of  flame.  Beyond  these  he  be- 
holds Pamina  and  calls  to  her,  his  lips  now  being 
unsealed.  The  lovers  are  reunited  and  a  few  strains 
from  the  magic  flute  cause  the  remaining  dangers  to 
vanish. 

Scene  4.  The  Temple  of  Isis.  Sarastro  welcomes  the 
Prince  and  the  maiden  and  joins  their  hands.  Papageno 
and  his  Papagena  are  likewise  made  happy.  The  Queen 
and  her  agent,  the  Moor,  are  vanquished. 


VICTOR  NESSLER 

A  popular  German  composer  who  is  known,  however, 
comparatively  little  outside  his  own  country.  He  was 
born  in  Baldenheim,  Alsace,  January  28,  1841,  and  died 
in  Strassburg,  May  28,  1890.  Two  operas  were  composed 
by  him  and  produced  with  instantaneous  success :  ' '  The 
Piper  of  Hamelin,"  and  ''The  Trumpeter  of  Sakkin- 
gen." 

THE    PIPER    OF    HAMELIN 

An  Opera  in  Five  Acts.  Music  by  Nessler.  Book -by 
Fr.  Hofmann,  from  the  legend  by  Julius  Wolff.  The 
story  is  somewhat  similar  to  Robert  Browning's  later 
*'Pied  Piper  of  Hamelin,"  where  the  piper  undertakes 
to  rid  the  town  of  a  plague  of  rats.  He  does  so  by  play- 
ing on  his  pipe,  and  the  rats  follow  him  in  droves  to 
the  river  and  are  drowned.  But  when  Hunold  Singuf, 
the  piper,  claims  his  reward  and  a  kiss  from  the  lips  of 
the  Burgomaster's  daughter,  Regina,  they  condemn  him 
to  death  as  a  sorcerer.  Hunold  then  plays  one  final  aria. 
The  citizens  dance  in  spite  of  themselves;  and  the  chil- 
dren follow  him,  just  as  the  rats  had  done.  Piping,  he 
leads  them  straight  into  a  mountain-side  which  opens 
and  swallows  them  up  forever. 


THE   TRVMPETER   OF  SAKKINGEN 

(Der  Trompeter  Von  Sakkingen.)  Opera  in  Three  Acts 
and  a  Prologue;  music  by  Nessler;  text  by  Rudolf 
Bunge,  after  Victor  von  Scheffel's  poem  with  the  same 
title.     Produced,  Leipzig,  May  4,  1884. 

Scene:  Germany. 
Time:  Recent 
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CAST 

"Werner  Kirchhofer  (Baritone). 

KoNRADiN,  a  peasant  (Basso). 

The  Stewart  (Tenor). 

The  Rector  (Basso). 

Baron  von  Schonau  (Basso). 

Maria,  his  daughter  (Soprano). 

Count  von  Wildenstein  (Basso). 

His  Divorced  Wife  (Alto). 

Damian,  Count  von  Wildenstein^ s  son  (Tenor). 

ARGUMENT 

Prologue 

In  the  Heidelberg  palace  courtyard  there  is  a  merry 
company  of  students  and  peasants  gathered  in  a  drink- 
ing bout.  In  a  serenade  in  honor  of  the  Palsgravin, 
Werner,  a  foundling,  distinguishes  himself  by  blowing 
on  a  trumpet.  He  attracts  the  attention  of  a  recruiting 
officer  who  persuades  him  to  join  the  army. 

Act  I 

A  Festival  at  Sdkkingen.  A  great  festival  is  being 
held  in  honor  of  St.  Fridolin,  at  which  young  Baroness 
Maria  assists.  She  is  insulted  by  the  peasants,  and 
Werner  protects  her  from  them.  She  is  much  pleased 
by  the  noble  bearing  of  the  trumpeter,  as  also  is  her 
aunt,  the  Countess  of  Wildenstein,  who  detects  a  great 
resemblance  between  him  and  her  son,  who  was  stolen 
by  gipsies  in  his  childhood. 

The  second  scene  takes  us  into  the  Baron's  room,  where 
we  find  the  gouty  old  nobleman  in  a  wretched  humor. 
However,  he  is  restored  to  good  temper  by  a  letter  from 
his  friend,  the  Count  of  Wildenstein,  who  proposes  an 
alliance  between  his  son  and  Maria.  Maria  relates  her 
adventure  and  begs  him  to  engage  Werner  as  trumpeter 
in  the  castle,  and  the  Baron,  after  hearing  the  young 
trumpeter  play,  grants  her  request. 
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Act  II 

Room  in  the  Castle.  Between  Werner  and  Maria  a 
mutual  love  has  sprung  up,  which  is  aided  no  little  by 
the  fact  that  he  is  giving  her  music  lessons.  The  sus- 
picious Countess  watches  them,  until  Konradin  succeeds 
in  drawing  her  aside,  when  there  follows  a  glowing 
declaration  of  love  on  both  sides.  Unhappily  it  is  inter- 
rupted by  the  Countess,  who  hastens  to  inform  the 
Baron.  Meanwhile  the  destined  bridegroom  has  arrived. 
Damian  is  a  simpleton,  and  Maria  declares  at  once  that 
she  never  will  accept  him.  But  in  the  presence  of  the 
whole  company,  assembled  for  a  festival,  the  Baron 
proclaims  Maria  Count  Damian 's  bride.  Werner  is  ban- 
ished from  the  castle. 

Act  III 

The  Castle  Courtyard.  An  interruption  ensues  in  the 
form  of  a  revolt  of  the  peasants,  who  besiege  the  castle. 
Damian  proves  that  he  is  a  coward  as  well  as  a  dolt. 
In  their  predicament  the  castle  guards  are  relieved  by 
Werner,  who  drives  the  peasants  back  with  his  soldiers. 
He  is  wounded  in  the  fray,  and  while  the  wound  is  being 
dressed  a  mole  detected  on  his  arm  proclaims  him  to  be 
the  long-lost  child  of  Countess  Wildenstein.  All  ends 
happily.  The  Baron  consents  to  give  his  daughter  to 
the  brave  young  nobleman,  and  is  glad  to  be  rid  of  the 
cowardly  Damian. 


JACQUES   OFFENBACH 

A  French  composer  of  opera  bouffe,  born  of  Jewish 
parents,  in  Cologne,  June  21,  1819.  At  the  age  of  four- 
teen he  went  to  Paris,  which  was  his  home  thereafter. 
He  became  orchestral  leader  in  the  Theatre  Frangais,  in 
1848,  and  manager  of  the  Bouffes  Parisiennes,  in  1855. 
He  composed  a  long  list  of  light  operas  and  burlesques, 
among  them  *' Orpheus  in  Hades"  (1858);  ''La  Belle 
Helene,"  ''Bluebeard,"  "The  Grand  Duchess,"  and 
"Madame  Favart."  His  masterpiece  is  "The  Tales  of 
Hoffmann."    Offenbach  died  in  Paris,  October  5,  1880. 

*  TEE  TALES  OF  EOFFMANN 

(Les  contes  d 'Hoffmann.)  Fantastic  Opera  in  a  Pro- 
logue, Three  Acts  and  an  Epilogue.  Music  by  Jacques 
Offenbach.  Book  by  Jules  Barbier,  after  three  tales 
by  E.  T.  A.  Hoffmann.  First  produced  at  the  Opera 
Comique,  Paris,  February,  1881. 

Scene:  Various  parts  of  Europe. 
Time:  The  Nineteenth  Century. 

CAST 


Four  successive  parts  usually 
taken  by  one  person  (Soprano) 


Hoffmann,  a  poet  (Tenor). 

G™TTA  ^   ^''  sweethearts 

Antonia 

Stella 

Co^PELius  ^^^  ^^^^  genius. 

Dapfrttttto     r  ^^^^  *^^^  ^y  ^^®  person 
mmnlZJ      (Baritone). 

NiCKLAUSSE,  friend  of  Hoffmann  (Tenor). 
Spalanzani,  an  Italian  savant  (Basso). 
Krespel,  father  of  Antonia  (Basso). 
ScHLEMiL,  admirer  of  Giulietta  (Baritone). 
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Andreas,  servant  of  Stella  (Tenor). 
Luther,  an  Inn-keeper  (Baritone). 
Several  small  singing  parts,  such  as  Students, 
Servants,  Messengers,  Friends,  etc. 

ARGUMENT 

**The  Tales  of  Hoffmann"  was  derived  from  the  fan- 
tastic and  mystical  tales  written  by  the  German  author 
E.  T.  A.  Hoffmann,  which  attained  a  wide  popularity 
in  France.  The  opera  is  really  a  musical  medley  uniting 
several  different  episodes. 

Prologue 

Luther ^s  Wine  Tavern  at  Nuremherg.  The  poet  Hoff- 
mann, who  has  travelled  widely  and  had  many  adven- 
tures, is  now  seeking  his  latest  flame,  Stella,  who  is 
singing  in  a  theatre  near  by.  His  rival,  Lindorf  (who 
is  really  the  evil  genius  of  the  poet)  plans  to  get  Hoff- 
mann tipsy  and  unpresentable,  and  then  bring  Stella  on 
the  scene.  With  Hoffmann  are  a  group  of  his  student 
friends  who  ask  him  to  relate  his  adventures.  He  at 
first  refuses,  but  as  he  begins  to  drink,  his  memory  is 
unlocked  and  he  tells  the  stories  of  three  love-affairs. 
The  three  succeeding  acts  each  reveal  one  of  these  tales. 

Act  I 

The  Home  of  Spalanzani.  An  Italian  savant,  Spalan- 
zani,  is  reputed  to  have  a  remarkable  daughter,  Olympia, 
who  dances  and  sings  divinely.  Hoffmann  and  his  friend, 
Nicklausse,  attend  the  large  coming-out  party.  Coppe- 
lius,  a  trickster  (the  evil  genius  who  thwarts  the  poet 
in  each  adventure)  sells  Hoffmann  a  pair  of  eyeglasses 
for  the  occasion,  and  through  these  the  young  poet  sees 
a  vision  of  surpassing  beauty.  Olympia  sings  to  the 
delighted  throng,  and  among  others  straight  to  Hoff- 
mann's heart.  He  declares  his  passion  to  her  at  the 
first  opportunity  and  she  responds,  although  in  mono- 
syllables. She  dances,  however,  better  than  she  talks, 
and  accepts  Hoffmann  as  a  partner.  They  dance  faster 
and  faster  until  he  can  no  longer  keep  up  with  her  flying 
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feet  and  falls  exhausted.  She  flits  from  the  room  and 
a  crashing  noise  is  heard.  Coppelius  returns  with  a 
wrecked  female  figure;  it  is  Olympia,  who  was  only  an 
automaton!  The  figure  had  been  constructed  by  the 
savant,  aided  by  Coppelius,  who  now  claims  that  Spalan- 
zani  deceived  him  as  to  payment.  They  quarrel  while 
Hoffmann  mourns  for  his  lost  love. 

Act  II 

Giulietta^s  House  in  Venice.  Hoffmann's  next  pas- 
sion is  for  a  beautiful  Venetian  woman,  and  he  goes  to 
pay  her  court  although  his  friend  tries  to  dissuade  him, 
hinting  that  she  is  not  all  she  ought  to  be.  But  Hoff- 
mann's love  blinds  him  to  any  defects  in  her  morals. 
He  finds  her  surrounded  by  a  gay  set,  her  favored  ad- 
mirer being  Schlemil,  who  treats  Hoffmann  disdainfully. 
Now  both  Schlemil  and  the  woman  are  in  the  power  of 
Dapertutto  (the  evil  genius  under  another  name). 
Through  Giulietta  the  evil  one  has  become  possessed 
of  Schlemil's  shadow  (in  other  words,  his  soul)  and  he 
plans  to  obtain  Hoffmann's  in  the  same  manner.  The 
poet  falls  a  victim  to  her  wiles  and  is  promised  the  key 
to  her  room  if  he  will  challenge  Schlemil  who  now  pos- 
sesses it.  He  meets  Schlemil  and  they  fight.  The  latter 
falls,  but  when  Hoffmann  hastens  to  her  balcony  he 
sees  her  gondola  gliding  away  and  the  coquette  laughing 
in  the  embraces  of  another  man. 

Act  III 

The  Home  of  Krespel.  The  next  love  of  Hoffmann's 
is  a  pure  one,  its  object  being  the  lovely  but  delicate 
daughter  of  Krespel.  Her  mother,  who  has  been  a  fa- 
mous singer,  has  died  prematurely  from  consumption, 
and  the  young  girl  inherits  both  the  talent  and  the 
physical  weakness.  For  this  reason  her  father  does  not 
wish  her  to  sing;  but  Dr.  Mirakel  (again  the  evil  genius) 
who  has  treated  her  mother,  secretly  plans  to  hasten 
the  daughter's  demise.  Hoffmann  knows  nothing  of  her 
disability  and  urges  her  to  sing.  She  refuses.  Then 
Dr.  Mirakel  conjures  up  a  vision  of  her  dead  mother, 
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who  also  seems  to  join  in  the  request.  Antonia  yields 
and  sings  divinely,  but  the  effort  has  been  too  great  and 
she  falls  from  weakness  into  her  lover's  arms,  where 
she  expires. 

Epilogue 

The  Tavern,  as  in  Prologue.  The  tales  are  ended  and 
Hoffmann's  friends  have  departed  one  by  one  leaving 
him  alone  with  his  bottle.  His  head  sinks  forward  upon 
his  arms  as  he  falls  asleep.  In  his  dreams  the  Muse  of 
Poesy  appears  saying,  ''All  your  earthly  loves  have  for- 
saken you;  henceforth  follow  me."  As  he  sleeps,  the 
door  softly  opens  and  Stella,  his  last  flame,  enters  upon 
the  arm  of  Lindorf.  The  latter,  the  triumphant  evil 
genius,  points  to  the  poet  scornfully  and  leads  Stella 
away. 


HORATIO   PARKER 

An  American  composer,  born  in  Auburndale,  Mass., 
September  15,  1863.  He  graduated  at  the  Royal  Con- 
servatory, Munich,  in  1885,  and  became  Professor  of 
the  Theory  of  Music  at  Yale  University,  in  1894.  He 
was  awarded  a  prize  of  $10,000  by  the  Metropolitan 
Opera  Company,  in  1911,  for  the  best  opera  written  by 
an  American  composer.  This  was  * '  Mona. ' '  Three  years 
later  he  was  again  successful  in  competition,  winning  a 
prize  for  a  like  sum  from  the  National  Federation  of 
Women's  Clubs,  for  his  opera,  ''Fairyland."  He  was 
the  author  of  a  considerable  volume  of  church  music, 
oratorios,  cantatas,  and  shorter  pieces.  Parker  died 
December  18,  1919. 

MONA 

(Mo'-na) 

Dramatic  Opera  in  Three  Acts.  Music  by  Horatio 
Parker.  Book  by  Brian  Hooker.  The  "Ten  Thousand 
Dollar  Prize  Opera"  of  the  Metropolitan  Opera  House, 
New  York.  First  produced  there  during  the  season 
of  1911-12. 

Scene:  Southwestern  Britain. 
Time:  Circa  100  A.D. 

CAST 

Roman  Governor  (Baritone). 

QuiNTUs,  his  son,  known  to  the  Britons  as  Owynn 

(Tenor). 
Arth,  a  British  Tribesman  (Basso). 
Enya,  his  wife  (Soprano). 
Gloom,  their  son,  a  Druid  (Baritone). 
Caradoc,  chief  hard  of  Britain  (Baritone). 
KiAL,  a  changeling  (Tenor). 
MoNA,  Princess  of  Britain  (Mezzo- Soprano) 
Soldiers,  Druids,  Bards,  Britons. 
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ARGUMENT 

**Mona'^  tells  the  dramatic  story  of  an  early  princess 
of  Britain,  who  endeavors  to  win  by  war  the  freedom 
of  her  people,  and  who  finds  too  late  that  the  gentler 
arts  of  love  which  she  forswore  would  have  won  the  prize 
she  sought. 

Act  I 

Interior  of  Arth's  Forest  Hut.  While  the  fiery  Brit- 
ons chafe  under  the  military  sway  of  Rome,  the  Druids 
seek  a  chieftain  who  shall  again  lead  them  against  the 
invaders.  They  find  one  in  Mona,  last  of  the  line  of 
the  warlike  Boadicea,  who  has  been  reared  as  the  foster 
child  of  Arth  and  Enya.  Mona  is  beloved  by  Gwynn, 
a  man  of  peace  who  endeavors  to  reconcile  the  Romans 
and  the  Britons.  Unknown  to  her  he  is  the  son  of  the 
Roman  Governor  by  a  captive  British  woman  and  has 
more  than  once  stood  between  the  warring  factions.  He 
endeavors  to  persuade  Mona  to  forsake  her  warlike  traits 
and  wed  wHh  him,  but  she  feels  that  her  destiny  is 
linked  with  her  country,  even  as  was  that  of  Boadicea. 

Act  II 

A  Druidic  Temple  in  the  Forest.  The  Roman  Gov- 
ernor finds  that  the  Druids  are  again  holding  their 
ancient  rites,  a  sign  that  an  uprising  is  planned.  But 
Gwynn,  his  son  (known  to  the  Romans  as  Brennius) 
believes  that  he  can  obtain  peace  for  the  country  by  win- 
ning the  heroic  Mona  as  his  wife.  The  Governor,  cynical, 
lets  him  try  the  plan.  Mona  is  found  by  Gwynn  after 
one  of  the  Druidic  conclaves  and  is  compelled  to  confess 
her  love,  after  a  stormy  scene  of  wooing.  But  she 
instantly  repents  her  womanly  weakness  when  Gwynn 
tells  her  he  is  Roman  born.  She  summons  her  people 
who  take  Gwynn  prisoner. 

Act  III 

The  Forest  "before  a  Roman  Town.  Nial,  the  half- 
witted changeling,  and  Enya,  watch  the  battle  with  the 
Romans  at  the  walls  of  the  town.     The  Romans  have 
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been  warned  and  drive  the  Britons  back.  Mona  ij;  car- 
ried in  by  the  retreating  forces  but  is  unwounded.  To 
her  aid  comes  Gwynn,  who  has  been  released  in  the  melee, 
and  once  again  offers  her  his  love  and  protection.  He 
confesses  his  identity  to  her  but  she  will  not  believe. 
She  thinks  he  has  been  a  spy,  and  in  an  excess  of  mis- 
taken devotion  to  her  country  she  slays  him  unresistingly. 
The  Romans  pursue  the  enemy,  and  Mona  is  brought 
face  to  face  with  the  Governor  and  learns  the  truth — 
that  Gwynn  was  the  best  friend  of  Britain  and  with  him 
perished  the  hope  of  peace.  Mona  realizes  that  by  deny- 
ing her  womanhood  she  has  missed  happiness  for  herself 
and  the  true  welfare  of  her  country. 

FAIRYLAND 

Allegorical  Opera  in  Three  Acts.  Music  by  Horatio 
Parker.  Book  by  Brian  Hooker.  First  produced  at 
Los  Angeles,  in  1915. 

Scene:  A  Mountainous  Country  in  Europe. 
Time  :  Circa  1300. 

CAST 

Rosamund,  a  novice  (Soprano). 
Auburn,  the  king  (Tenor). 
CoRVAiN,  his  brother  (Basso). 
Robin,  a  woodsman  (Baritone). 
Myriel,  the  ahhess  (Contralto). 

Nuns,  Soldiers,  Foresters,  Villagers, 
Fairies,  etc. 

ARGUMENT 
This  opera  is  a  combination  of  allegory  and  fancy. 

Act  I 

A  Valley.  Corvain  has  designs  upon  the  throne  of 
his  country  and  plots  to  usurp  the  place  of  his  brother 
Auburn  the  king,  who  is  a  dreamer.  The  nuns  from  a 
neighboring  abbey  enter  in  solemn  procession,  but  Rosa- 
mund, a  novitiate,  is  still  longing  for  the  world  that 
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she  has  forsaken.  Corvain  stands  in  their  path,  and  the 
abbess  challenges  his  presence  there.  Corvain  openly 
boasts  his  designs  upon  his  brother's  throne.  While  they 
talk,  Auburn  enters,  and  is  spurred  by  the  abbess  to 
take  action  against  Corvain.  The  latter  flees,  but  when 
night  falls  he  returns,  strikes  the  king  down,  and  seizes 
the  crown.  A  light  gleams  in  a  nearby  shrine.  Corvain 
hastens  away.  A  fairy  scene  ensues,  in  which  Auburn 
becomes  king  and  Rosamund  queen  of  Fairyland. 

Act  II 

Hall  in  a  Castle.  Corvain  is  seen  attired  in  the  robes 
of  royalty  and  granting  audience.  Rosamund  enters  in 
sor  distress,  seeking  the  way  to  Fairyland.  Auburn 
also  comes  in  attired  as  a  pilgrim.  He  does  not  recall 
her  as  his  spouse  in  Fairyland,  and  when  she  tries  to 
open  his  eyes,  the  abbess  seizes  her  in  the  name  of  the 
Church.  When  Auburn  tries  to  dispute  the  throne  with 
Corvain,  the  latter  overmasters  him. 

Act  III 

Puhlic  Square  before  the  Ahhey.  Rosamund  has  been 
condemned  to  death  for  being  untrue  to  her  vows.  She 
stands  tied  to  a  stake  as  the  abbey  bell  rings.  The  abbess 
offers  pardon  if  she  will  recant,  but  the  girl  refuses. 
As  the  abbess  departs,  Auburn  comes  stealthily  to  her. 
His  eyes  are  open  at  last,  and  he  recognizes  her  as  his 
queen  of  Fairyland.  Corvain  arrives  with  a  strong 
guard.  They  seize  the  king  and  he  is  tied  to  the  stake 
also ;  but  when  they  would  kindle  the  fagots,  roses  bloom, 
fairies  appear,  and  the  two  victims  step  forth  in  regal 
robes  as  monarchs  of  Fairyland. 


ROBERT  JEAN  PLANQUETTE 

Planquette  is  another  example  of  a  composer  whose 
fame  arose,  and  yet  seems  to  live  securely,  by  a  single 
opera.  His  ''Chimes  of  Normandy,"  produced  in  1877, 
is  not  even  of  the  ''grand"  class,  but  is  so  tuneful  that 
it  has  maintained  a  secure  footing  in  standard  repertoire 
in  the  lighter  vein.  Planquette  was  a  French  composer, 
born  July  31,  1850,  in  Paris;  and  passing  away  in  the 
same  city,  January  28,  1903.  He  wrote  many  songs 
and  light  orchestral  numbers,  most  of  which  are  now 
forgotten. 

TEE  CHIMES  OF  NORMANDY 

(Les  Cloches  de  Comeville.)  Light  Opera  in  Three  Acts. 
Music  by  Robert  Jean  Planquette.  Book  by  Clairville 
and  Babet.  First  produced  at  the  Folies  Dramatiques, 
Paris,  April  19,  1877. 

Scene:  Normandy. 

Time  :  Reign  of  Louis  XV. 

CAST 

Henri,  Marquis  of  Villeroi  (Baritone). 
Gaspard,  a  miser  (Basso). 
Germaine,  his  niece  (Soprano). 
Serpolette,  a  village-girl  (Contralto). 
Jean  Grenicheux,  a  fisherman  (Tenor). 
The  Sheriff  (Basso). 

Villagers,  Fishers,  Servants,  etc. 

ARGUMENT 

"The  Chimes  of  Normandy"  is  a  tuneful  light  opera 
dealing  with  peasant  and  fisher  life  in  an  old  village  of 
Normandy. 

Act  I 

Fair  Day  i:i  Comeville.  Henri,  the  old  Marquis  of 
Villeroi,  who  has  long  been  absent  from  his  home,  is 
returning,  and  the  villagers  are  celebrating  the  event. 
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It  is  fair  day  and  the  village  gossips  are  busy  with  their 
tales.  They  are  especially  severe  with  Serpolette,  the 
village  madcap,  who  proves,  however,  that  she  is  abun- 
dantly able  to  take  care  of  herself  with  her  sharp  tongue. 
Another  personage  who  comes  in  for  a  full  share  of 
criticism,  is  the  old  miser  Gaspard,  reputed  to  be  very 
rich,  but  living  a  pinched  life  and  dealing  harshly  with 
his  ward,  Germaine.  He  is  determined  tliat  she  shall 
marry  the  Sheriff,  while  she  says  that  if  she  weds  at 
all,  it  should  be  with  Jean  Grenicheux,  a  young  fisher- 
man, in  gratitude  for  having  saved  her  life.  To  escape 
the  miser's  plans  both  she  and  Jean,  together  with 
Serpolette,  decide  to  enter  the  service  of  the  marquis. 

Act  II 

The  Castle  of  Villeroi,  For  many  years,  ever  since 
the  Marquis  first  went  away,  the  old  castle  has  been 
supposedly  haunted.  It  is  now  an  object  of  superstitious 
dread  to  the  villagers.  But  the  Marquis  resolves  to 
restore  it  to  its  former  beauty,  and  orders  his  servants 
to  search  it  thoroughly.  They  discover  the  miser  Gas- 
pard, who  has  employed  this  means  of  concealing  his 
gold.  When  he  is  brought  to  light,  the  shame  of  discov- 
ery and  fear  of  losing  his  wealth  drive  him  raving  mad. 

Act  III 

Banquet  Hall  of  the  Castle.  The  castle  has  been  en- 
tirely restored  and  the  Marquis  gives  a  great  entertain- 
ment to  all  the  villagers.  The  reigning  belle  of  the 
occasion  is  Serpolette,  some  papers  having  been  found 
which  indicate  that  she  is  the  missing  heiress  to  the 
miser's  gold.  Jean  is  now  her  faithful  satellite,  while 
the  Marquis  and  Germaine  feel  strongly  drawn  to  each 
other,  although  Germaine  tries  to  repulse  him  on  the 
ground  that  she  is  now  only  a  servant.  The  Marquis 
pays  no  heed  to  this,  however,  and  Gaspard,  who  has 
been  wandering  around  in  a  demented  state,  finally 
recovers  his  reason  and  proves  that  Germaine  is  the 
rightful  heiress  after  all.  No  bar  now  remains  to  the 
happiness  of  the  lovers,  and  Serpolette 's  pranks  are 
forgiven. 
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AMILCARE   PONCHIELLI 

An  Italian  composer,  born  at  Paderno  Fasolaro,  Cre- 
mona, August  31,  1834.  He  studied  at  the  Milan  Con- 
servatory. In  1856  he  brought  out  at  Cremona  an  opera, 
'^I  Promessi  Sposi"  (The  Betrothed),  which,  in  a  re- 
vised version,  Milan,  1872,  was  his  first  striking  success. 
His  second  opera,  *'I  Lituani"  (The  Lithuanians), 
brought  out  in  1874,  was  revived  ten  years  later,  as 
'^Alguna";  and,  while  ''La  Gioconda"  (1876)  did  not 
wait  so  long  for  success,  it,  too,  was  revised  and  brought 
out  in  a  new  version  before  it  received  popular  acclaim. 
Among  his  other  operas  are,  1880,  "II  Figliuol  Prodigo" 
(The  Prodigal  Son),  and,  1885,  "Marion  Delorme." 
"La  Gioconda,"  however,  is  the  only  one  of  his  operas 
that  has  made  its  way  abroad.  Ponchielli  died  at  Milan, 
January  16,  1886. 


LA  GTOCONDA 

{Lah   Oee-o-con'-dah) 

Dramatic  Opera  in  Four  Acts.  Music  by  Amilcare 
Ponchielli.  Book  by  Tobia  Garrio,  after  Hugo's 
Tragedy,  "Angelo,  the  Tyrant  of  Padua.''  First 
produced  at  the  La  Scala  Opera  House,  Milan,  April 
8,  1876. 

Scene  :  Venice. 

Time:  The  Seventeenth  Century. 

CAST 

La  Gioconda,  a  street  singer  (Soprano). 
La  Cieca,  her  hlind  mother  (Contralto). 
Alvise  Badoero,  an  inquisitor  (Basso). 
Laura,  his  wife  (Mezzo-Soprano). 
Enzo  Grimaldo,  a  Genoese  noble  (Tenor). 
Barnaba,  a  spi/  (Baritone). 
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ZuANE,  a  boatman  (Basso). 
IsEPO,  a  scribe  (Tenor). 
A  Pilot  (Basso). 

Ladies,  Senators,  Masqueraders,  Sailors, 
Monks,  Citizens,  Servants. 

ARGUMENT 

**La  Gioconda"  is  a  swiftly-moving  Venetian  tale  of 
love,  intrigue,  jealousy,  and  crime. 

Act  I 

Court  of  the  Ducal  Palace,  Called  ''The  Lion's 
Mouth,''  because  of  a  receptacle  into  which  letters  in- 
tended for  the  Inquisition  are  dropped.  Leading  her 
blind  mother,  the  beautiful  La  Gioconda,  a  street  singer, 
enters  the  ducal  square  just  as  a  chorus  of  merrymakers 
have  deserted  it.  She  is  in  search  of  Enzo  a  nobleman 
with  whom  she  is  in  love.  But  the  spy  Barnaba  bars 
her  way,  and  when  she  repulses  his  advances  he  takes 
revenge  by  stirring  up  the  populace  against  her  mother, 
La  Cieca,  charging  her  with  being  a  sorceress.  The  lat- 
ter is  rescued  by  Laura,  the  Inquisitor's  wife,  once  the 
sweetheart  of  Enzo.  The  latter,  who  has  come  upon  the 
scene,  also  recognizes  Laura,  and  the  spy,  noting  their 
exchange  of  glances,  plots  a  new  piece  of  villainy.  He 
arranges  a  meeting  between  them  on  board  Enzo's  ship, 
and  at  the  same  time  sends  word  to  Laura's  husband 
of  the  adventure.  La  Gioconda  also  learns  of  the  meet- 
ing. 

Act  II 

On  Board  Enzo's  Ship.  This  act  is  called  "The  Ro- 
sary" from  the  fact  that  La  Cieca  has  given  Laura  a 
rosary  in  token  of  gratitude  and  it  plays  a  further  part 
in  the  action.  While  Barnaba  gloats  over  the  success 
of  his  scheme  Enzo  comes  on  deck  and  greets  Laura,  who 
arrives  in  a  boat.  The  two  renew  their  pledges  of  love. 
Gioconda  who  has  hidden  on  board  now  comes  forward 
with  a  dagger  resolved  to  stab  her  rival,  but  Laura  holds 
up  the  rosary  given  by  Gioconda 's  mother,  and  the  street 
singer,  recognizing  it,  resolves  to  save  rather  than  slay 
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her.  Gioconda  advises  her  that  Alvise,  the  outraged 
husband,  is  near  at  hand  and  aids  her  to  escape  in  her 
( Gioconda 's)  boat.  Seeing  his  ship  surrounded,  Enzo 
sets  fire  to  it. 

Act  III 

The  House  of  Gold.  Alvise  is  determined  to  avenge 
himself  upon  his  unfaithful  wife  and  tells  her  she  must 
die  by  poison.  Deaf  to  her  entreaties  he  hands  her  a 
vial  and  bids  her  drain  it  before  his  return.  Gioconda 
enters  and  substitutes  a  sleeping  potion,  and  Laura  is 
soon  stretched  upon  the  death  couch  pale  and  apparently 
lifeless.  The  grand  ball  which  Alvise  has  been  giving 
now  continues  with  furious  gayety,  and  at  the  last  he 
draws  apart  the  curtains  concealing  the  death  couch  and 
reveals  the  form  of  Laura.  Enzo  rushes  forward  to 
attack  Alvise  but  is  disarmed.  Barnaba  is  placed  over 
him  as  a  guard,  and  Gioconda  now  tells  the  spy  that  if 
he  will  release  him,  she  will  agree  to  his  desires.  Bar- 
naba does  so. 

Act  IV 

A  Ruined  Palace.  While  Gioconda  sits  alone  and  de- 
jected, the  unconscious  form  of  Laura  is  borne  in. 
Gioconda  fights  an  inward  battle  as  to  whether  she  shall 
kill  or  resuscitate  her  helpless  rival.  She  finally  resolves 
to  kill  herself.  Enzo  comes  in  and  she  tells  him  that 
Laura  has  been  saved.  Overjoyed  he  hastens  to  the 
couch,  hearing  the  voice  of  Laura.  Barnaba  enters  to 
claim  Gioconda  as  she  has  promised,  and  in  reply  she 
stabs  herself,  falling  lifeless  at  his  feet. 


GIACOMO   PUCCINI 

An  Italian  composer,  born  in  Lucca,  Italy,  June  22, 
1858,  first  studied  music  in  his  native  place  as  a  private 
pupil  of  Angeloni.  Later,  at  the  Royal  Conservatory, 
Milan,  he  studied  under  Ponchielli,  composer  of  **La 
Gioconda."  Puccini  is  generally  regarded  as  the  fore- 
most modern  composer  of  the  Italian  school,  and  the  one 
man  upon  whom  the  mantle  of  Verdi  has  fallen.  His 
work  shows  more  variety  and  sustained  effort  than  that 
of  his  colleagues,  Mascagni  and  Leoncavallo.  Puccini 
has  written  seven  operas,  of  which  at  least  four  bid  fair 
to  become  classic:  "Marion  Lescaut"  (1870),  *'La  Bo- 
heme"  (1896),  "La  Tosca"  (1900),  and  "Madam  But- 
terfly" (1904).  His  early  two-act  opera,  "Le  Villi" 
(1884),  and  his  three-act  opera,  "La  Fanciulla  del 
West"  (The  Girl  of  the  Golden  West),  1910,  have  been 
less  successful.  Other  operas  by  him  are:  "Edgar" 
(1889),  "Sister  Angelica"  (1914),  and  "La  Rondine," 
none  of  which  has  thus  far  been  produced  in  America. 

MAN  ON  LESCAUT 

{Mah-nohn  Les-cawt) 

Tragic  Opera  in  Four  Acts.  Music  by  Puccini.  The 
libretto,  founded  on  Abbe  Prevost's  novel,  is  by  Puc- 
cini, assisted  by  friends.  Produced  at  Turin,  February 
1,  1893.     Covent  Garden,  London,  May  14,  1894. 

Scene:  Amiens,  Paris,  Havre,  Louisiana. 
Time:  Second  half  of  Eighteenth  Century. 

CAST 

Manon  Lescaut  (Soprano). 

Lescaut,  sergeant  of  the  Kiyig^s  Guards  (Baritone). 

Chevalier  des  Grieux  (Tenor). 

Geronte  de  Ravoir,  Treasurer-General   (Basso). 

Edmund,  a  student  (Tenor). 

Guards,  Students,  Street  Women,  etc. 
208 
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ARGUMENT 

A  colorful  opera,  showing  how  a  lifetime  of  devotion 
may  work  reformation  in  the  character  of  even  the  most 
selfish  and  abandoned. 

Act  I 

An  Inn  at  Amiens.  Manon  Lescaut,  the  pretty  sister 
of  a  sergeant  of  the  Guards,  is  blessed  more  with  looks 
than  with  morals.  Her  brother,  realizing  her  susceptible 
nature,  determines  to  place  her  in  a  convent.  He  brings 
her  to  Amiens  for  this  purpose,  but  on  his  arrival  is 
inveigled  into  a  gambling  game.  Another  travelling  com- 
panion, Geronte,  has  become  infatuated  with  the  girl 
en  route,  and  now  tries  to  seize  this  interval  to  abduct 
her.  But  on  this  same  evening  another  suitor  has  ap- 
peared in  the  person  of  the  Chevalier  des  Grieux,  who 
falls  in  love  with  her  on  sight.  She  also  likes  his  appear- 
ance and  readily  consents  to  meet  him  later.  So,  while 
her  brother  is  engrossed  at  the  gaming  table,  she  and  the 
Chevalier  elope  in  the  carriage  which  Geronte  had  placed 
in  readiness  for  his  own  use.  Geronte  is  furious  when 
he  discovers  that  his  bird  has  flown  with  another,  but 
cannot  rouse  the  cynical  brother  into  action.  * '  She  will 
soon  tire  of  him  and  come  back  to  you,"  the  latter  says. 

Act  II 

Geronte' s  Mansion.  Manon,  as  her  brother  had  pre- 
dicted, does  not  linger  with  her  latest  lover  after  his 
money  is  gone.  She  deserts  Des  Grieux  for  the  wealthy 
Geronte,  and  is  now  discovered  living  at  ease  as  the 
latter 's  mistress.  Yet  she  is  not  happy.  She  finds  that 
she  has  left  her  heart  with  her  impecunious  lover. 
Geronte  is  old  and  a  bore;  and  although  he  entertains 
her  with  musicians  and  dancers,  she  soon  tires  of  them 
all.  During  a  free  moment,  the  Chevalier  enters  surrep- 
titiously, and  at  first  reproaches  her  for  her  desertion. 
But  soon,  overcome  by  her  charms,  he  renews  his  ardent 
vows.  Geronte  surprises  them.  He  conceals  his  true 
feelings  under  a  mask  of  sarcasm  and  leaves  them. 
Lescaut  enters  to  warn  them  to  flee  from  Geronte 's 
anger;  he  has  gone  to  call  the  guards.     Manon  lingers 


210  GIACOMO   PUCCINI 

long  enough  to  seize  her  jewels,  but  the  delay  is  fatal. 
The  guards  enter  and  seize  her.  Geronte  has  preferred 
charges  against  her  as  an  abandoned  woman,  and  she 
is  to  be  deported  to  America  in  company  with  other 
undesirables.  Des  Grieux  declares  his  intention  to  fol- 
low her  to  the  end  of  the  world. 

Act  III 

A  Public  Square  near  the  Waterfront,  Havre.  Manon 
is  in  prison  pending  her  deportation.  Her  brother  and 
her  lover  attempt  to  rescue  her,  but  are  foiled.  The 
utmost  that  Des  Grieux  can  do,  is  to  walk  by  her  side 
as  she  makes  her  way  to  the  waiting  ship.  The  captain 
is  so  touched  by  their  story,  that  he  consents  to  take  the 
Chevalier  as  one  of  the  crew.  Manon  is  almost  recon- 
ciled to  her  lot  when  she  learns  that  he  is  to  be  near  her. 

Act  IV 

*'A  vast  plain  on  the  borders  of  the  Territory  of  New 
Orleans"  {then  a  French  possession) .  Night  is  falling. 
Manon  and  Des  Grieux  enter,  poorly  clothed  and  weary. 
Manon  is  exhausted  and  leans  heavily  on  Des  Grieux. 
They  do  not  know  where  to  find  either  food  or  shelter, 
or  even  water  to  drink.  Des  Grieux  is  beside  himself 
with  despair.  He  finds  a  resting-place  for  her,  and  goes 
off  to  look  for  water.  Manon,  thinking  he  has  forsaken 
her  entirely,  feels  undone.  Only  the  tomb,  she  cries, 
can  release  her.  Des  Grieux  returns  in  time  to  be  present 
at  her  last  moments.  She  dies,  declaring  to  the  last  her 
love  for  him.    Des  Grieux  falls  senseless  by  her  side. 

LA   BOHEME 

{La  Bo-ame) 

(The  Bohemians.)  Romantic  Opera  in  Four  Acts.  Mu- 
sic by  Giacomo  Puccini.  Book  by  Giacosa  and  lUica, 
after  Henry  Murger's  *'Vie  de  Boheme.'*  First  pro- 
duced at  the  Teatro  Regio,  Turin,  February  1,  1896. 

Scene  :  Paris. 
Time:  1830. 
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CAST 

BuDOLPH,  a  poet  (Tenor). 
ScHAUNARD,  a  musician  (Baritone). 
Marcel,  a  painter  (Baritone). 
CoLLiNE,  a  philosopher  (Basso). 
Benoit,  a  landlord  (Basso). 
MiMi,  a  flower  girl  (Soprano). 
MusETTA,  a  grisette  (Soprano). 
Parpignol,  a  toy  vender  (Tenor). 
Alcindoro,  a  wealthy  Parisian  (Basso). 
Sergeant,  Guards,  Grisettes,  Students, 
Children,  Waiters,  Citizens. 

ARGUMENT 

*'La  Boheme"  is  a  picture  of  happy-go-lucky  artist 
life  in  the  Latin  Quarter  of  Paris,  with  its  lights  and 
shadows,  comedies  and  tragedies. 

Act  I 

A  Garret  occupied  hy  Four  Bohemians.  Rudolph,  a 
poet,  Schaunard,  a  musician,  Marcel,  a  painter,  and  Col- 
line,  a  dreamer,  live  together  in  a  Parisian  attic  in  a 
state  of  chronic  poverty,  yet  in  perfect  harmony  and 
good  fellowship.  The  poet  and  the  painter  are  dis- 
covered, when  the  curtain  rises,  sitting  in  the  bare  and 
comfortless  room,  both  cold  and  hungry.  They  feed 
one  of  Rudolph's  manuscripts  to  the  stove  in  the  effort 
to  extract  a  little  warmth.  Enter  Colline  also  to  warm 
up,  and  he  is  followed  by  a  boy  bringing  in  fuel  and 
materials  for  a  feast.  While  they  are  overjoyed  at  this 
windfall,  Schaunard  arrives  with  a  wonderful  tale  of 
how  he  has  lined  his  pockets  and  thus  can  afford  to  give 
the  spread.  All  fall  to  with  gusto,  but  at  this  moment 
Benoit,  the  landlord,  arrives  seeking  to  collect  his  long- 
overdue  rent.  They  ply  him  with  wine  until  he  begins 
to  tell  libertine  stories,  when  they  pretend  to  be  greatly 
shocked  and  thrust  him  out  of  the  door.  The  rent  money 
is  divided  for  a  further  carouse  in  the  Latin  Quarter. 
Eudolph  alone  remains  under  a  plea  that  he  wants  to 
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finish  some  writing.  Presently  a  knock  is  heard.  It  is 
Mimi,  a  pretty  neighbor  of  theirs,  who  comes  to  ask  for 
a  light  for  her  candle.  She  departs  but  soon  returns  say- 
ing that  she  has  dropped  her  key.  Rudolph  aids  her 
to  look  for  it  and  both  candles  are  extinguished.  The 
poet  finds  and  pockets  the  key.  They  relate  to  each  other 
their  varied  experiences,  and  decide  to  cast  their  lots 
together.  They  depart  to  join  the  other  Bohemians, 
singing  '*Love  Alone.'' 

Act  II 

A  Public  Square  in  the  Latin  Quarter.  The  four 
friends  are  spending  Schaunard's  money  right  and  left. 
Rudolph  buys  Mimi  a  hat,  and  all  seat  themselves  at  a 
cafe  table  and  order  lavishly.  While  they  are  dining, 
Musetta,  an  old  flame  of  Marcel's,  enters  with  a  wealthy 
admirer,  Alcindoro.  Musetta  no  sooner  sees  Marcel  than 
she  tries  in  every  way  to  attract  his  attention,  and  also 
to  get  rid  of  her  aged  suitor.  She  finally  sends  the  latter 
out  to  buy  her  a  new  pair  of  shoes,  under  a  pretext  that 
her  old  ones  hurt  her  feet,  and  then  rushes  over  and 
embraces  Marcel.  The  Bohemians  find  that  they  have 
spent  all  their  money  and  cannot  pay  the  dinner  bill, 
but  Musetta  tells  them  not  to  worry,  that  she  will  add 
it  to  her  own  and  leave  it  for  Alcindoro  to  pay.  All 
disperse  as  a  party  of  guards  comes  by,  and  Alcindoro 
upon  returning  finds  a  bill  of  such  huge  proportions 
that  he  falls  in  a  heap  on  his  chair. 

Act  III 

At  a  Gate  of  Customs.  It  is  still  winter,  and  the 
custom's  officers  examine  the  passports  of  all  who  enter 
the  city.  Mimi,  who  is  suffering  from  consumption, 
comes  to  the  gate  to  ask  for  Marcel  who  is  doing  some 
work  hard  by.  When  he  appears  she  tells  him  that  she 
is  miserable  as  she  cannot  live  with  Rudolph  and  also 
cannot  live  without  him.  They  have  quarreled.  Marcel 
goes  to  summon  Rudolph,  and  Mimi  hides  behind  a  tree. 
The  poet  tells  his  friend  why  he  has  left  Mimi.  She 
coughs  and  reveals  her  presence,  and  he  takes  the  sick 
girl  in  his  arms.  Meanwhile  Marcel  becomes  jealous 
of  Musetta,  whom  he  accuses  of  flirting  in  the  inn. 
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Act  IV 

The  Garret  as  in  First  Act.  Marcel  and  Rudolph  are 
at  work  when  the  other  two  Bohemians  arrive  with  mate- 
rials for  a  scanty  dinner.  They  make  merry,  however, 
over  the  repast,  pretending  that  it  is  a  banquet.  Musetta 
comes  in,  saying  that  Mimi  is  extremely  ill.  All  bustle 
to  help  the  invalid.  They  place  her  upon  a  cot  and 
hasten  out  to  pawn  their  clothing  if  necessary  to  buy  her 
food  and  medicines.  Rudolph  alone  remains,  and  the 
two  lovers  are  again  reconciled  and  resolve  never  to 
part  thereafter.  The  others  return  bringing  various 
things,  but  Mimi  is  beyond  aid.  She  expires  while 
Rudolph  kneels  weeping  by  her  bed. 

LA  TOSCA 

{La  Tos'-ca) 

Tragic  Opera  in  Three  Acts.  Music  by  Giacomo  Puc- 
cini. Book  by  Illica  and  Giacosa,  after  the  drama  by 
Sardou.  First  produced  at  the  Costanzi  Theatre, 
Rome,  January,  1900;  at  London  the  same  year;  and 
at  New  York,  February  4,  1901. 

Scene:  Rome. 
Time:  Circa  1800. 

CAST 

Mario  Cavaradossi,  a  painter  (Tenor). 
Baron  Scarpia,  Chief  of  Police  (Baritone). 
Cesare  Angelotti,  an  escaped  prisoner  (Basso). 
Floria  Tosca,  a  singer  (Soprano). 
Spoletta,  a  police  officer  (Tenor). 

Churchmen,  Police,  Jailer,  Shepherd  Boy, 
Servants. 

ARGUMENT 

**La  Tosca,"  founded  upon  Sardou ^s  tragedy,  is  an 
intense  plot  of  passion  and  revenge,  unrelieved  by  any 
lighter  themes.  Its  music,  brilliant  and  sombre,  closely 
fits  the  text. 
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Act  I 


Interior  of  the  Church  of  Sant' Andrea,  Rome,  The 
painter,  Mario  Cavaradossi,  is  busily  engaged  upon 
mural  decorations  within  a  church  when  he  is  appealed 
to  for  aid  by  Cesare  Angelotti,  an  escaped  political  pris- 
oner. The  painter  promises  to  assist  him  to  escape  and 
meanwhile  hides  him  in  the  church.  Tosca,  a  singer,  and 
the  painter's  sweetheart,  comes  in  at  this  moment  and 
believes  that  she  has  discovered  evidences  of  the  painter's 
fickleness,  especially  since  he  has  been  using  another 
woman  as  the  model  for  his  *  *  Magdalen. ' '  He  reassures 
her.  The  sacristan  and  choir-boys  enter,  and,  later, 
Scarpia,  the  Chief  of  Police,  in  search  of  the  fugitive. 
He  finds  a  fan  dropped  by  the  model  and  shows  it  to 
Tosca  in  order  to  excite  her  jealousy.  He  wishes  her 
to  betray  her  lover,  and  he  is  also  in  love  with  her  on 
his  own  account. 

Act  II 

Scarpia's  Offices  in  the  Farnese  Palace.  Scarpia 's 
men  have  not  been  able  to  catch  Angelotti,  but  stiU 
suspecting  Cavaradossi  they  bring  him  before  their  chief. 
Scarpia  questions  him  sharply  without  being  able  to 
obtain  any  information,  and  then  remands  him  to  the 
torture-chamber.  He  has  sent  for  Tosca,  who  now  ap- 
pears. At  first  she  is  silent  to  all  his  questions,  but 
when  he  tells  her  that  her  lover  is  being  tortured,  and 
proves  this  by  opening  the  door  to  the  inquisition  cham- 
ber, she  cannot  withstand  the  strain  and  reveals  Ange- 
lotti's  hiding-place.  The  painter  reproaches  her  for  the 
betrayal  as  he  is  taken  away  to  prison.  Scarpia  now 
tells  her  that  her  lover  will  be  condemned  to  death  unless 
she  is  willing  to  make  a  sacrifice  to  save  him — the  sacri- 
fice of  her  honor.  He,  Scarpia,  loves  her  and  under  no 
other  condition  can  the  painter  be  saved.  Tosca  recoils 
from  this  proposition,  but  when  w^ord  is  brought  that 
Angelotti  has  poisoned  himself  to  avoid  recapture  she 
fears  Cavaradossi  will  do  likewise  and  says  she  will  con- 
sent. The  police  officer  draws  up  a  passport  for  the 
prisoner   and   at   the   same  time   gives   orders   for  his 
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execution  by  a  volley  of  musketry.  He  carefully  ex- 
plains that  it  will  be  a  mock-execution,  only  blank 
cartridges  being  used,  for  the  sake  of  appearances.  He 
advances  to  Tosca  with  the  passport  and  endeavors  to 
embrace  her.  She  seizes  it  and  quickly  stabs  him  to  the 
heart.  Then  piously  composing  the  body,  with  lights 
at  the  head  and  feet  and  a  crucifix  on  its  breast,  she 
hastens  away  to  the  prison. 

Act  III 

Battlements  of  the  Prison.  The  squad  of  soldiers 
prepare  to  obey  the  order  which  they  have  just  received 
for  the  execution  of  Cavaradossi.  He  is  led  out  to  an 
open  court  overlooking  the  battlements,  and  is  there 
overjoyed  to  find  Tosca,  who  tells  him  of  the  passport 
which  she  carries.  The  execution  will  only  be  pretended, 
she  tells  him,  but  he  must  fall  as  though  slain.  The 
file  of  soldiers  now  take  their  position  and  fire  their 
volley.  The  prisoner  sinks  in  a  crumpled  heap,  but 
when  Tosca  rushes  to  his  side  she  finds  that  he  is  really 
dead — pierced  by  actual  bullets.  Tosca  cannot  at  first 
realize  the  horrible  truth,  then  gives  way  to  despair. 
The  guards  now  rush  in  to  seize  her  for  the  murder  of 
Scarpia.  She  evades  them,  springs  to  the  battlements, 
and  throws  herself  headlong  down  to  her  death. 


MADAM   BUTTERFLY 

Dramatic  Opera  in  Two  Acts.  Music  by  Giacomo  Puc- 
cini. Italian  text  by  Illica  and  Giacosa,  after  the 
American  drama  by  David  Belasco  and  John  Luther 
Long.    First  produced  at  Milan,  in  1904. 

Scene:  Nagasaki,  Japan. 
Time:  The  Present. 

CAST 

Madam  Butterfly  (Cho-Cho-San)  a  Japanese 

woman  (Soprano). 
Suzuki,  her  servant  (Mezzo-Soprano). 
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PiNKERTON,  a  lieutenant y  U.  S.  Navy  (Tenor). 
Kate  Pinkerton,  his  wife  (Mezzo-Soprano). 
Sharpless,  U.  S.  Consul  (Tenor). 
GoRO,  a  Japanese  marriage  broker  (Tenor). 
Yamadori,  a  Japanese  nohleman  (Baritone). 
The  Bonze,  uncle  to  Cho-Cho-San  (Basso). 
Relatives  of  Cho-Cho-San,  Villagers,  etc. 

ARGUMENT 

** Madam  Butterfly"  is  a  tragedy  of  broken  faith. 
The  scene  is  laid  in  Japan,  but  the  characters  and  flavor 
of  the  work  are  both  Japanese  and  American. 

Act  I 

A  Japanese  Villa.  Lieutenant  Pinkerton,  U.  S.  N., 
finding  that  he  will  be  stationed  in  Nagasaki  for  some 
months,  desires  to  contract  a  Japanese  marriage.  He  is 
assured  by  the  marriage-broker  who  transacts  the  busi- 
ness for  him  that  this  marriage  will  only  be  binding  so 
long  as  he  consents  to  live  with  his  wife,  and  that  after- 
wards she  can  marry  again.  But  Cho-Cho-San,  the  girl 
w^ho  agrees  to  marry  the  lieutenant,  has  fallen  deeply  in 
love  with  him  and  believes  she  is  entering  into  a  life 
contract.  She  goes  so  far  as  to  renounce  her  religion, 
thus  severing  all  connection  with  her  own  people.  Sharp- 
less,  the  American  consul,  tries  to  prevent  the  match 
by  telling  his  friend  Pinkerton  how  seriously  the  girl 
considers  it.  The  lieutenant  has  further  proof  of  this 
when  a  fanatical  bonze,  or  priest,  an  uncle  of  hers,  ap- 
pears, as  the  wedding-party  is  seated  at  the  feast,  and 
heaps  curses  upon  her  head  for  renouncing  her  faith. 
All  her  relatives  thereupon  desert  her,  but  Cho-Cho-San, 
though  sorrowful,  clings  to  her  husband,  and  he  soon 
calms  her  fears.  The  scene  closes  in  mutual  protestations 
of  love. 

Act  II 

Scene  1.  The  Villa.  Three  years  later.  After  a  short 
but  blissful  wadded  life,  Lieutenant  Pinkerton  has  been 
recalled  to  America.  He  leaves  Cho-Cho-San  (who  is 
now  called  *' Madam  Butterfly")   in  Japan,  promising 
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to  return  **when  the  robins  nest  again."  She  trusts  him 
implicitly,  but  her  maid,  Suzuki,  is  far  from  having  the 
same  confidence.  After  some  months  of  silence,  the 
battleship  on  which  Pinkerton  serves  is  again  ordered  to 
Japan,  and  the  officer  writes  Sharpless  a  letter  saying 
that  he  will  return  with  an  American  wife  and  asking 
the  consul  to  break  this  news  to  Madam  Butterfly.  The 
consul  brings  her  the  letter,  but  she  is  so  overjoyed  at 
seeing  a  missive  from  him  that  she  pays  no  heed  to  its 
message  and  the  consul  has  not  the  heart  to  disturb  her 
faith.  She  also  turns  a  deaf  ear  to  Goro,  the  marriage- 
broker,  who  comes  to  arrange  a  match  between  her  and 
a  Japanese  nobleman.  When  he  says  that  Pinkerton 's 
desertion  is  equivalent  to  a  divorce  she  answers  proudly : 
*'That  may  be  so  in  Japan,  but  I  am  an  American!" 
At  this  juncture  the  sound  of  cannon  announces  the 
warship's  arrival.  In  a  fever  of  excitement  Butterfly 
and  her  maid  decorate  the  house  with  flowers  to  honor 
the  expected  arrival  of  its  lord.  The  evening  drags  by 
and  the  maid  and  child  fall  asleep,  but  the  housewife 
waits  and  watches  without  closing  her  eyes. 

Scene  2.  The  Same.  The  Next  Day.  Madam  Butter- 
fly has  watched  and  listened  all  night  long,  and  now 
morning  has  arrived  without  bringing  her  husband. 
Suzuki  awakes  and  persuades  her  wearied  mistress  to 
lie  down  and  rest.  She  does  so,  in  order  that  she  may 
look  well  when  ''he  comes."  After  she  has  retired  the 
consul  arrives  with  Pinkerton  and  his  American  wife. 
When  Pinkerton  hears  from  Suzuki  of  Butterfly's  de- 
votion and  trust  he  is  overcome  with  remorse  and  cannot 
remain  to  face  the  deserted  bride.  Suzuki  is  commis- 
sioned to  tell  her  that  Mrs.  Pinkerton  will  care  for  the 
child,  but  Butterfly,  entering  at  this  moment,  hears  it 
from  the  American  lady's  own  lips.  She  retains  her 
composure  by  a  great  effort,  congratulates  Mrs.  Pinker- 
ton politely,  and  says  that  if  they  will  return  in  half 
an  hour  they  may  have  the  child.  When  the  Americans 
return  at  the  specified  time  they  find  that  Madam  But- 
terfly has  slain  herself  with  her  father's  sword,  on 
which  is  inscribed:  ''Die  with  honor,  when  you  can  no 
longer  live  with  honor. ' ' 
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THE  GIRL  OF  TEE  GOLDEN  WEST 

(La  Fanciulla  del  West.)  Romantic  Opera  in  Three 
Acts.  Music  by  Giacomo  Puccini.  Book  by  David 
Belasco.  First  produced  at  the  Metropolitan  Opera 
House,  New  York,  December  10,  1910. 

Scene:  A  California  Mining-camp. 
Time:  1848. 

CAST 

Minnie,  a  Western  girl  (Soprano). 

Jack  Range,  the  sheriff,  a  gambler  (Baritone). 

Johnson,  alias  Bamarrez,  an  outlaw  (Tenor). 

Dick,  a  servant  (Tenor). 

Larkins  (Baritone). 

Harry  (Baritone). 

Miners,  Bandits,  Servants,  Indians,  etc. 


ARGUMENT 

*'The  Girl  of  the  Golden  West"  is  a  romantic  and 
colorful  picture  of  Western  pioneer  life,  which  was  suc- 
cessful as  a  drama,  before  being  given  a  musical  setting. 
The  days  of  the  gold  fever  on  the  Pacific  slope  and  of 
the  rough-and-ready  justice  there  accorded  are  here 
illustrated. 

Act  I 

The  Polka  Bar.  Minnie,  a  resourceful  *'girl  of  the 
Golden  West,"  left  an  orphan,  continues  to  run  her 
father's  bar-room  for  the  benefit  of  the  miners  who  flock 
to  the  newly-discovered  gold-diggings  of  California. 
Minnie  herself  can  gamble  and  shoot  with  the  best  of 
them  if  necessary,  but  she  is  treated  as  a  sort  of  ward 
by  the  camp  whom  it  would  be  sudden  death  to  insult. 
While  her  friends,  the  miners,  are  congregated  at  her 
bar,  a  wandering  minstrel  halts  outside  and  sings  of 
the  ' '  Old  Folks  at  Home, ' '  moving  some  of  them  to  tears. 
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Then  Minnie  sings  a  love  song  which  also  arouses  the 
sentiment  of  her  hearers.  During  the  singing,  Jack 
Ranee,  the  sheriff,  who  is  also  a  gambler  and  who  has 
long  loved  Minnie,  enters.  He  pleads  his  love,  but  she 
will  not  listen  to  him. 

The  mountains  back  of  the  camp  have  been  overrun 
for  some  time  by  a  band  of  outlaws  under  the  leadership 
of  Ramarrez.  The  miners  have  offered  large  rewards 
for  their  extermination,  but  the  outlaws  are  so  bold  and 
careless  that  they  plan  a  robbery  in  the  camp.  Their 
leader  comes,  under  the  name  of  Johnson,  to  the  Polka 
bar  in  order  to  look  over  the  ground  and,  in  the  evening, 
give  the  signal  to  his  men.  But  becoming  fascinated 
by  the  girl,  he  lingers  to  make  love  to  her  and  offers  to 
escort  her  to  her  home.  She  is  also  interested  in  him 
and  accepts  his  attentions. 

Act  II 

Interior  of  Minnie^s  Cabin.  The  two  Indian  servants 
of  Minnie  crouch  in  one  corner,  while  she  listens,  pleased, 
to  Johnson's  declarations  of  love.  A  noise  is  heard  out- 
side the  door  and  Minnie  discovers  Ranee  at  the  head 
of  a  posse.  Not  caring  to  have  them  find  a  man  at  her 
home  she  conceals  Johnson,  who  is  only  too  willing  to 
go  into  hiding;  then  she  opens  the  door.  Ranee  tells 
her  that  they  are  searching  for  a  notorious  bandit  who, 
they  have  reason  to  believe,  is  concealed  on  the  premises. 
Minnie  indignantly  disclaims  knowledge  of  any  such 
person,  but  after  the  posse  has  gone  away  she  turns 
upon  Johnson  and  upbraids  him  for  deceiving  her.  The 
outlaw  tells  her  that  he  has  been  reared  to  this  life,  but 
after  seeing  her  he  is  ready  to  reform.  She  will  not 
listen  to  him,  however,  and  he  leaves  the  cabin.  A  few 
paces  from  the  door  a  shot  is  heard.  Ranee  has  remained 
in  hiding  and  now  seriously  wounds  him.  Johnson  drags 
himself  back  to  the  cabin  and  Minnie,  touched  by  his 
plight,  conceals  him  in  the  loft.  Ranee  returns  and 
demands  the  fugitive.  Minnie  again  denies  knowledge 
of  his  whereabouts,  but  a  few  drops  of  blood  trickling 
down  from  above  betray  him.  In  desperation  Minnie 
offers  to  play  a  game  of  poker,  the  stakes  to  be  the  out- 
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law  against  her  love.  The  gambling  spirit  of  Ranee  is 
aroused  and  they  play.  Minnie  cheats  with  the  cards 
and  wins.     Ranee  respects  his  agreement  and  departs. 

Act  III 

In  the  Redwood  Forest.  Minnie  nurses  Johnson  back 
to  health  and  he  promises  to  disperse  his  gang  and  go 
to  another  State,  there  to  live  an  honest  life.  Ranee, 
hearing  that  he  has  recovered  from  his  wound  and  is 
now  on  his  way  to  join  the  outlaws,  summons  his  posse 
and  captures  him.  The  miners  promise  him  short  shrift 
at  the  end  of  a  rope,  and  are  preparing  to  lynch  him 
from  the  first  convenient  tree,  when  Minnie  rushes  for- 
ward. She  pleads  with  the  miners  telling  them  of  John- 
son's reformation,  and  by  her  influence  persuades  them 
to  spare  his  life.  Later  Ranee  aids  her  to  effect  his 
escape  and  she  departs  with  Johnson  for  an  Eastern 
State  where  they  are  to  be  married  and  begin  life  anew. 


HENRI  RABAUD 

A  French  composer,  born  at  Paris,  October  10,  1873. 
After  completing  his  musical  training  he  became  chief 
of  orchestra  at  the  Opera  Comique,  Paris.  His  operas 
include:  ''La  Fille  de  Roland"  (1904);  ''Le  Premier 
Glaive"  (1908);  and  ''Marouf"  (1914).  He  is  also 
the  composer  of  orchestral  numbers,  quartets,  and  other 
incidental  music. 

MAROUF,  THE  COBBLER  OF  CAIRO 

( Mah-roof ) 

Comic  Opera  in  Five  Acts.  Music  by  Henri  Rabaud. 
Book  by  Lucien  Nepoty,  after  a  tale  in  ' '  The  Arabian 
Nights."  First  produced  at  the  Opera  Comique, 
Paris,  1914. 

Scene:  Cairo  and  Khaitan. 
Time:  Antiquity. 

CAST 

Marouf,  a  cohhler  (Tenor). 
Fatimah,  the  kill- joy,  his  wife  (Contralto). 
The  Sultan  (Basso). 
Princess  Saamcheddine   (Soprano). 
The  Vizier  (Baritone). 
Ali,  a  merchant  (Baritone). 
Ahmad,  a  pastry  cook  (Baritone). 
Merchants,  Courtiers,  Drivers,  Slaves,  Ladies 
of  the  Harem,  etc. 

ARGUMENT 

A  light  opera  partaking  of  the  flavor  of  a  tale  in 
''The  Arabian  Nights." 

Act  I 

Cairo.  The  cobbler  is  in  a  bad  humor.  His  -wife, 
Fatimah,  is  blessed  with  an  ugly  face  and  a  disposition 
of  the  same  stripe.     On  one  unlucky  occasion  when  he 
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brings  home  the  wrong  kind  of  rice  cake,  she  flies  into 
a  rage  and  posts  off  to  tell  the  Cadi  that  her  husband 
has  been  beating  her.  The  over-credulous  Cadi  there- 
upon orders  a  public  whipping  for  the  poor  cobbler, 
and  Marouf  decides  this  is  the  last  straw.    He  runs  away. 

Act  II 

Market  Place  of  KJiaitan.  Taking  refuge  on  ship- 
board, Marouf  casts  in  his  lot  with  a  band  of  sailors,  but 
their  ship  is  wrecked  and  the  cobbler  is  cast  upon  a 
foreign  strand.  A  rich  merchant  passing  by  rescues 
him,  and  proves  to  be  his  old  friend  Ali.  Marouf  is 
carried  by  him  to  Khaitan,  a  mythical  city  *' somewhere 
between  China  and  Morocco,"  and  introduced  as  the 
richest  merchant  in  the  world. 

Acts  III  and  IV 

Palace  of  the  Sultan.  The  Sultan  hears  about  this 
wealthy  stranger,  invites  him  to  his  palace,  and  finally 
bestows  his  daughter's  hand  upon  Marouf.  The  latter 
tells  about  his  overdue  caravan  and  meanwhile  lives 
luxuriously  with  the  princess  and  her  papa's  gold.  The 
Grand  Vizier  very  much  doubts  the  newcomer  and  con- 
veys his  suspicions  to  the  Sultan.  When  the  Sultan 
grows  impatient,  the  cobbler  confesses  all  to  the  prin- 
cess and  they  decide  to  escape  together. 

Act  V 

The  Desert  in  the  Vicinity  of  Khaitan.  AYhile  the 
elopers  make  their  flight  thron,Q:h  the  desert  they  are 
sheltered  by  a  poor  bedouin.  Marouf  offers  to  plow  his 
field  for  him,  in  payment  of  his  hospitality.  While 
plowing,  the  share  strikes  an  iron  ring  which  opens  a 
lid  disclosing  a  vault.  The  ring  also  has  magic  power. 
When  rubbed,  the  peasant  is  transformed  into  a  power- 
ful genie  who  says  he  serves  the  master  of  the  ring.  A 
hidden  treasure  is  disclosed,  and  a  great  caravan  of 
goods  conjured  up  out  of  the  desert.  The  Sultan,  who 
comes  up  at  this  moment  in  pursuit,  is  convinced  of  his 
son-in-law's  wealth  at  last.  He  apologizes  and  orders 
his  suspicious  Vizier  to  receive  a  hundred  lashes. 


FREDERICO   RICCI 

An  Italian  composer,  born  in  Naples,  October  22, 1809 ; 
died  December  10,  1877.  He  was  the  author  of  many 
orchestral  and  shorter  pieces,  but  is  known  in  America 
on  account  of  one  tuneful  opera  ''The  Cobbler  and  the 
Fairy,"  which  was  first  heard  in  Venice,  in  1850,  and 
later  in  Paris,  in  1865 ;  but  was  revived  for  the  American 
opera  only  in  recent  years,  the  season  of  1918-1919. 


CRISPING   E  LA    COMAEE 

{Cris-pee'-no  ay  la  Co-mah'-ray) 

(The  Cobbler  and  the  Fairy.)  Fairy  Opera  in  Three 
Acts.  Music  by  F.  Ricci,  assisted  by  Luigi  Ricci. 
Book  by  Francesco  Maria  Piave,  First  produced  in 
Venice,  in  1850. 

Scene:  Venice. 

Time:     The  Seventeenth  Century. 

CAST 

Crisping,  a  cohhler  (Baritone). 
Annetta,  his  wife  (Soprano). 
Count  del  Fiore  (Tenor). 
Febrizio,  a  physician  (Basso). 
MiRABOLANO,  an  apothecary  (Tenor). 
Don  Asdrubale,  a  miser  (Basso). 
La  Comare,  a  fairy  (Mezzo-Soprano). 
Bartolo,  a  mason  (Basso). 
Lisetta,  luard  of  Don  Asdrubale  (Soprano). 
Doctors,  Scholars,  Villagers,  etc. 
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ARGUMENT 

A  pleasing  opera  which  carries  its  own  moral, — be- 
ware of  ingratitude  and  vainglory.  The  music  is  tune- 
ful and  reflects  well  the  spirited  text. 

Act  I 

The  Cobbler's  Shop.  Crisp ino,  the  Cobbler,  has  a 
hard  time  making  both  ends  meet  for  his  numerous 
family,  although  his  wife  ekes  out  his  pittance  by  sing- 
ing ballads  in  the  streets.  Their  landlord,  an  old  skin- 
flint, is  about  to  put  them  out  into  the  street,  and  Cris- 
pino,  in  despair,  threatens  to  throw  himself  into  a  well, 
when  a  Fairy  appears  and  promises  to  aid  him.  She 
plans  to  mal?:e  him  a  famous  physician,  and  at  the  good 
news,  Crispino  and  Annetta  take  heart  again. 

Act  II 

A  Doctor's  Office.  True  to  her  word,  the  Fairy  has 
made  a  doctor  out  of  the  cobbler,  and  thanks  to  her 
unseen  presence  he  affects  marvelous  cures.  The  people 
at  first  jeer  at  him,  but  end  by  flocking  in ;  while  all  the 
other  doctors  are  eaten  by  jealousy. 

Act  III 

Scene  1.  A  Mansion.  The  cobbler  builds  a  fine  house 
and  puts  on  airs.  He  is  unkind  to  his  wife  and  even 
scorns  his  good  Fairy.  She  decides  that  only  harsh 
measures  will  bring  him  to  his  senses. 

Scene  2.  A  Cavern.  The  earth  opens  up  and  he  sud- 
denly finds  himself  in  a  gruesome  cavern.  Instead  of 
the  Fairy's  smiling  face,  he  sees  a  grinning  death's 
head.  He  shrieks  aloud  and  implores  forgiveness,  ask- 
ing only  that  he  may  see  his  wife  and  children  once  more 
before  he  dies.  The  Fairy  forgives  him,  they  are  re- 
stored to  him,  and  he  to  his  home. 


NICOLAI    A.    RIMSKY-KORSAKOFF 

A  Russian  composer,  born  at  Tikhvin,  Novgorod, 
March  6,  1844.  Both  of  his  parents  were  passable  musi- 
cians, and  the  boy  showed  early  signs  of  musical  apti- 
tude. They  planned  for  him  a  naval  career,  but  the 
removal  of  the  family  to  St.  Petersburg  brought  to  the 
young  man,  now  reaching  maturity,  a  further  oppor- 
tunity to  follow  his  bent  of  composition.  He  studied 
under  Balakiref,  while  attending  Naval  College,  and 
although  sent  on  a  three  years'  cruise  at  the  completion 
of  his  college  course,  he  could  not  turn  his  back  upon 
music.  In  1866  he  settled  in  the  capital  and  devoted  him- 
self to  the  piano  and  composition.  He  contracted  a  last- 
ing friendship  with  Moussorgsky,  which  was  mutually 
helpful.  His  first  opera  to  be  produced  was  ''The  Maid 
of  Pskof "  (1873) ;  followed  by  ''A  Night  in  May,"  ''The 
Snow  Maiden,"  "Mlada,"  "Christmas  Eve  Revels," 
"Servilia,"  "Sadko,"  and  "The  Golden  Cock."  He 
also  wrote  various  suites  and  pieces  for  the  orchestra. 
He  was  famed  as  an  orchestral  leader  and  director  of 
opera  in  Russia.    He  died  near  Petrograd,  June  8,  1908. 

LE  COQ  DVR 

(Luh  Coak  Dore) 

(The  Golden  Cock.)  Opera  Pantomime  in  Prologue, 
Three  Acts,  and  Epilogue.  Music  by  Rimsky-Korsa- 
koff.    Book  by  V.  Bielsky,  based  on  a  poem  by  Pushkin. 

Scene  and  Time  :  Legendary. 

CAST 

King  Dodon  (Baritone). 

Prince  Guidon  (Tenor). 

Prince  Afron  (Baritone). 

VoEVODA  PoLKAN;  the  general  (Baritone). 
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Amelfa,  the  royal  housekeeper  (Contralto). 
The  Astrologer  (Tenor). 
The  Queen  of  Shemakhan  (Soprano). 
The  Golden  Cock  (Soprano). 

Soldiers,  Citizens,  Fairies,  Dancers,  etc. 

ARGUMENT 

The  author  states  in  the  preface  to  this  opera,  which 
is  presented  by  dancers  in  pantomime,  as  the  singers 
remain  seated :  ' '  The  purely  human  nature  of  Pushkin 's 
*  Golden  Cock' — that  instructive  tragi-comedy  of  the 
unhappy  consequences  following  upon  mortal  passions 
and  weaknesses — permits  us  to  place  the  plot  in  any 
region  and  in  any  period.^' 

Act  I 

The  King's  Palace.  King  Dodon  much  prefers  his 
ease  on  a  couch,  or  a  hearty  dinner,  to  the  cares  of  state. 
His  more  active  enemies  take  advantage  of  his  lethargy 
to  attack  him  on  all  sides.  He  asks  advice  of  his  sons, 
but  they  disagree,  and  Polkan,  the  General,  disdains  all 
their  counsel.  As  they  wrangle,  an  astrologer  brings  to 
the  king  a  Golden  Cock  that  has  power  to  foretell  events 
and  to  give  warning  of  danger.  The  King  is  delighted, 
and  has  the  bird  installed  in  a  lofty  tower.  It  is  so 
efficient  that  the  monarch  says,  "Why  worry,"  and  has 
his  bed  brought  out  into  the  throne  room  and  goes  com- 
fortably to  sleep.  But  he  is  hardly  asleep  before  the 
cock  sounds  the  tocsin.  The  enemy  is  at  hand.  The 
King,  grumbling,  sends  his  two  sons  off  to  war,  and 
finally  goes  himself. 

Act  II 

A  Narrow  Defile.  The  King  arrives  too  late  to  succor 
his  sons,  and  finds  their  dead  bodies.  As  he  reproaches 
himself  he  notices  a  tent  on  the  hillside;  and  to  his 
astonishment  a  beautiful  woman  appears.  It  is  the 
Queen  of  Shemakhan.  Dodon  forgets  his  loss  in  follow- 
ing this  vision  of  loveliness.  They  dance  until  he  sinks, 
overcome  with  exhaustion. 
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Act  III 

A  Public  Square.  The  King  returns  to  the  city  with 
his  new  Queen,  and  the  populace  turns  out  to  welcome 
them.  But  the  Queen  soon  tires  of  this  new  life  and 
her  aged  spouse.  The  astrologer  now  returns  and  claims 
as  a  reward  for  the  Golden  Cock,  the  person  of  the 
Queen  herself.  Dodon,  enraged,  kills  him  with  a  blow. 
The  magic  bird  revenges  his  master 's  death  by  attacking 
the  monarch,  who  falls  to  the  ground  as  though  struck 
by  a  thunderbolt.  Darkness  falls,  and  when  the  light 
returns,  both  the  bird  and  the  Queen  have  disappeared. 

Epilogue 

In  an  epilogue  the  astrologer  returns  to  life  and  states 
that  the  whole  thing  is  a  fable. 


GIOACCHINO  ANTONIO  ROSSINI 

An  Italian  composer,  called  the  *'Swan  of  Pesaro/' 
from  the  town  of  his  birth  (February  29,  1792).  In 
1807  he  entered  the  Liceo  (conservatory)  at  Bologna, 
studying  'cello  under  Cavedagni  and  composition  with 
Padre  Mattel.  By  1810  he  had  written  and  brought 
out  in  Venice,  and  with  applause,  a  one  act  comedy 
opera,  *'La  Cambiale  di  Matrimonio."  During  1812  he 
received  commissions  for  no  less  than  five  light  operas, 
scoring,  in  1813,  with  his  **Tancredi''  his  first  success. 
There  was  scarcely  a  year  now  that  did  not  see  a  work 
from  his  pen,  sometimes  two,  until  his  ** William  Tell'' 
was  produced  in  Paris,  1829.  This  was  an  entire  change 
of  style  from  his  earlier  works,  possibly,  however,  fore- 
shadowed by  his  ''Comte  Ory."  No  less  than  fifty  are 
credited  to  him.  During  the  remaining  thirty-nine  years 
of  his  life,  Rossini  turned  aside  from  opera.  He  re- 
sided in  Bologna  and  Florence  until  1855,  then  in  Paris, 
dying  at  Ruelle,  November  13,  1868. 


THE  BARBER  OF  SEVILLE 

(II  Barbiere  di  Siviglia.)  Comic  Opera  in  Two  Acts. 
Music  by  Rossini.  Book  by  Sterbini,  founded  on  a 
comedy  by  Beaumarchais.  First  produced  at  the 
Argentina  Theatre,  Rome,  February  5,  1816. 

Scene:  Seville. 

Time:  The  Seventeenth  Century. 

CAST 

Count  Almaviva  (Tenor). 
Figaro,  the  harher  of  Seville  (Baritone). 
Doctor  Bartolo,  a  physician  (Basso). 
Basilio,  a  music  teacher  (Basso). 
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RosiNA,  a  ward  of  Bartolo  (Soprano). 
Bertha,  a  duenna  (Contralto). 
FiOBELLO,  the  Count's  servant  (Baritone). 
Ambrosio,  the  doctor's  servant. 

Musicians,  Citizens,  Guards,  etc. 

ARGUMENT 

*^The  Barber  of  Seville'*  is  a  light  opera  of  more  than 
usual  interest.  It  was  written  by  Rossini  at  top  speed 
in  less  than  three  weeks,  but  is  the  only  one  of  his  works 
which  has  persisted  continuously  in  repertory.  "While 
it  has  not  the  grandeur  of  his  "William  Tell"  it  is  a 
little  masterpiece  of  its  kind. 

Act  I 

Scene  1.  A  Street  in  Seville.  Count  Almaviva,  who 
has  fallen  in  love  with  Rosina,  the  ward  of  Dr.  Bartolo, 
goes  to  sing  a  serenade  beneath  her  balcony.  While  there 
Figaro  the  town  barber,  a  droll,  self-important  fellow, 
comes  along,  and  the  Count  prevails  upon  him  to  aid  in 
this  adventure.  At  this  moment  Rosina  emerges  upon 
the  balcony  and  gives  the  Count  to  understand  that  his 
attentions  are  welcome,  but  that  her  guardian  is  a  jealous 
tyrant  who  is  trying  to  seize  her  property.  When  she 
disappears  the  barber  suggests  that  the  Count  disguise 
himself  as  a  drunken  soldier  and  thus  gain  entrance 
into  the  house. 

Scene  2.  A  Room  in  BartoWs  House.  While  Rosina 
is  grumbling  at  her  imprisonment  and  promising  herself 
to  lead  her  guardian  a  merry  dance,  Bartolo  enters.  He 
himself  wishes  to  marry  his  ward,  and  invokes  the  aid 
of  Basilio,  the  music-teacher.  While  the  two  men  go  to 
draw  up  a  contract,  Figaro  enters  and  Rosina  entrusts 
him  with  a  letter  to  Lindoro  (which  she  supposes  to  be 
the  Count's  name).  The  doctor  returns  and  accuses 
her  of  writing  letters.  At  this  point  the  Count  staggers 
in  disguised  as  a  drunken  soldier.  An  amusing  series 
of  incidents  follow  among  all  the  principals  including 
the  wily  barber.  An  officer  enters  and  arrests  the  Count 
for  disorderly  conduct,  but  on  privately  learning  his 
true  rank  he  releases  him  and  arrests  the  doctor  instead. 
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Act  II 

Music  Room  in  Bartolo^s  House.  Count  Almaviva 
returns  to  the  doctor's  home,  this  time  disguised  as  a 
music-master,  sent  in  place  of  Basilio  who  is  supposed 
to  be  sick.  Bartolo  views  him  with  suspicion  and,  to 
prevent  his  being  alone  with  Rosina,  orders  Figaro  to 
shave  him  (Bartolo)  in  the  same  room.  Rosina  enters 
and  the  strange  combination  proceeds  amusingly.  At 
this  juncture  Basilio  appears,  but  is  bribed  to  pretend 
that  he  is  really  ill.  During  the  music  lesson  the  two 
lovers  arrange  to  elope  at  midnight,  being  aided  by  the 
tricks  of  the  barber.  But  Bartolo  finally  suspects  a  plot 
and  rushes  out  to  complete  the  marriage  contract  in  favor 
of  himself.  The  others  also  hasten  away,  and  a  violent 
thunderstorm  breaks.  At  its  conclusion  Basilio  brings 
the  notary  with  the  marriage  contract,  but  the  Count 
and  Figaro  intercept  them  and  have  the  document 
changed  in  the  Count 's  favor.  The  two  lovers  are  united 
and  the  wrath  of  Bartolo  is  appeased  by  a  present  of 
Rosina 's  coveted  property. 


SEMIRAMIDE 

( Sem-eer'-ah-meed ) 

Tragic  Opera  in  Two  Acts.  Music  by  Rossini.  Book  by 
Gaetano  Rossi,  based  on  Voltaire's  tragedy,  ''Semira- 
mis."  First  produced,  February  3,  1823,  at  the 
Fenice  Theatre,  Venice. 

Scene  :  Babylon. 
Time;  Antiquity. 

CAST 

Semiramide,  Queen  of  Babylon  (Soprano). 
Arsaces,   Commander   of   the  Assyrian  Army 

(Contralto). 
Ghost  of  Ninus  (Basso). 
Oroe,  Chief  of  the  Magi  (Basso). 
AssuR,  a  Prince  (Baritone). 
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AzEMA,  a  Princess  (Soprano). 

SrM    of  m  royainousekoU     JJST^- 
Magi,  Guards,  Satraps,  Slaves. 

ARGUMENT 
Act  I 

Babylon,  Queen  Semiramide  has  put  her  consort, 
Ninus,  out  of  the  way,  in  order  to  aid  the  usurper  Assur, 
who  is  also  her  lover.  Meanwhile,  her  son  Ninia,  who 
has  grown  to  man's  estate,  enters  her  service  under  the 
assumed  name  of  Arsaces  and  speedily  wins  high  rank. 
When  he  returns  a  victor  from  the  wars,  his  mother, 
ignorant  of  his  identity,  falls  in  love  with  him  and  asks 
him  to  marry  her.  But  Arsaces  refuses  because  already 
in  love  with  the  Princess  Azema. 

— ^^  Act  II 

A  Temple.  During  a  gathering  of  the  Babylonians  in 
the  temple,  while  Semiramide  is  announcing  to  her 
people  her  choice  for  their  future  King,  the  gates  of 
Ninus'  tomb  suddenly  open,  and  his  ghost  appears  in 
their  midst,  asserting  that  Arsaces  will  be  his  successor 
to  the  throne,  and  commanding  him  to  avenge  his  death 
upon  the  enemy  who  shall  visit  the  tomb  that  night. 
In  the  meantime  the  Priest  Oroe  has  revealed  to  Arsaces 
the  true  circumstances  of  his  birth,  whereupon  he  dis- 
closes his  story  to  his  mother.  The  repentant  Queen  de- 
clares that  he  shall  be  the  successor  to  the  crown,  and 
warns  him  against  Assur.  At  midnight  Arsaces  descends 
to  the  tomb  of  his  father,  and  is  followed  by  Assur,  who 
has  planned  to  murder  him.  Semiramide,  fearful  for 
the  life  of  her  son,  follows  Assur  into  the  tomb,  and 
Arsaces,  who  is  lying  in  wait  for  him,  hears  the  footsteps 
of  his  mother  approaching,  and  thinking  her  to  be  Assur 
stabs  her.  She  dies  in  his  arms.  Assur  is  seized,  and 
Arsaces  weds  Azema,  and  is  proclaimed  Km^. 
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WILLIAM  TELL 

Romantic  Opera  in  Three  Acts.  Music  by  Rossini.  Book 
by  Hippolyte  Bis  and  Etienne  Jouy,  after  the  drama 
by  Schiller.  First  produced  at  the  Academic,  Paris, 
August  3,  1829. 

Scene:  Switzerland. 

Time:  The  Thirteenth  Century. 

CAST 

Gessler,  a  tyrant  (Basso). 

Rudolf  de  H arras,  his  lieutenant  (Tenor). 

William  Tell,  a  patriot  (Baritone). 

Walter  FDrst,  a  patriot  (Baritone). 

Melchthal,  a  patriot  (Basso). 

Arnold,  his  son  (Tenor). 

Leuthold,  a  patriot  (Tenor). 

Mathilde,  daughter  of  Gessler  (Soprano). 

Hedwig,  wife  of  Tell  (Mezzo-Soprano). 

Jemmy,  son  of  Tell  (Soprano). 

RuoDi,  a  fisherman  (Tenor). 

Peasants,  Huntsmen,  Soldiers. 

ARGUMENT 

The  opera  of  **  William  Teir'  is  written  around  the 
historical,  or  legendary,  story  of  the  Swiss  patriot  who 
successfully  stirred  up  his  countrymen  in  the  cause  of 
freedom.  The  musical  setting,  especially  the  overture, 
is  markedly  brilliant. 

Act  I 

The  Shores  of  Lake  Lucerne,  in  front  of  TelVs  House. 
William  Tell,  his  wife,  and  little  son  are  making  merry 
by  the  shores  of  Lucerne  when  their  aged  countryman, 
Melchthal,  and  his  son,  Arnold,  come  to  greet  them. 
Arnold  is  torn  between  two  desires :  He  wishes  to  aid  Tell 
and  the  patriots  against  the  tyrant  Gessler,  but  he  is 
also  in  love  with  the  latter 's  daughter,  Mathilde,  whose 
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life  he  has  saved.  Tell  pleads  with  him  to  put  his  coun- 
try first.  Presently  Leuthold,  a  villager,  rushes  in,  im- 
ploring assistance.  He  has  killed  a  soldier  who  tried 
to  abduct  his  daughter,  and  he  must  flee  across  the  lake 
to  escape  his  enemies.  The  fisherman,  Ruodi,  does  not 
dare  venture  in  the  face  of  an  approaching  storm,  but 
Tell  leaps  into  the  boat  with  Leuthold  and  rows  him 
across.  The  soldiers  appear  led  by  Rudolf  and,  in  re- 
venge, set  fire  to  Tell's  house  and  other  cottages,  and 
seize  Melchthal  as  a  hostage. 

Act  II 

Scene  1.  A  Forest.  The  horns  of  a  party  of  hunts- 
men sound  through  the  wood,  and  are  answered  by  a 
chorus  of  shepherds.  Arnold  meets  Mathilde  and  de- 
clares his  passion  for  her  and  learns  that  she  also  loves 
him.  But  Tell  and  Fiirst  enter  at  this  moment  to  inform 
Arnold  that  the  soldiers  have  slain  his  father.  The 
young  man  bids  his  sweetheart  a  sorrowful  farewell  and 
casts  in  his  lot  with  his  country. 

Scene  2.  The  Open  Country.  Following  the  call  of 
Tell,  Fiirst,  Arnold,  and  other  patriots,  the  villagers  and 
shepherds  assemble  from  the  various  cantons.  All  take 
the  oath  of  allegiance  to  Switzerland  and  prepare  to 
battle  against  the  tyrant  ^s  forces. 

Act  III 

The  Open  Square  at  Altdorf.  Gessler  has  erected  a 
pole  in  the  market-place  at  Altdorf  and  commanded  that 
all  shall  bow  before  the  cap,  placed  thereon,  as  a  recog- 
nition of  his  authority.  Tell  refuses  to  do  so  and  is 
seized  by  Rudolph.  The  tyrant  has  heard  of  Tell 's  skill 
with  the  cross-bow,  and  will  release  him  only  on  condition 
that  he  give  an  exhibition  of  this  skill  by  shooting  an 
apple  off  of  his  son's  head.  Tell  does  so,  but  when  ques- 
tioned as  to  a  second  arrow  which  is  in  his  possession,  he 
states  that  it  was  intended  for  Gessler 's  heart,  had  the 
first  arrow  harmed  the  lad.  For  this  bold  speech  Tell 
is  still  held  prisoner,  although  Mathilde  intercedes  for 
him. 
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Scene  2.  The  Shore  of  Lake  Lucerne.  Hedwig,  TelPs 
wife,  grieves  for  her  husband  and  child  who  are  both  in 
the  hands  of  the  soldiers.  Mathilde  enters  bringing  the 
boy,  whom  she  has  aided  to  escape.  The  father  also 
soon  appears,  having  made  good  his  own  escape.  He 
lies  in  wait  for  Gessler  and  kills  him  with  an  arrow  from 
his  bow.  The  patriot  army  is  victorious  over  the  enemy, 
^  and  Arnold  enters  at  the  head  of  the  joyous  patriots. 

All  unite  in  thanksgiving  and  a  prayer  that  Switzerland 
may  continue  to  be  free. 


CAMILLE  SAINT-SAENS 

A  French  composer  bom  in  Paris,  October  9,  1835. 
He  began  his  musical  education  at  the  age  of  two  and 
a  half  years.  At  twelve  he  studied  the  organ  under 
Benoist — an  instrument  on  which  he  later  specialized 
and  attained  world  fame.  At  sixteen  he  wrote  his  first 
symphony.  His  first  opera,  *'The  Yellow  Princess," 
was  given  in  1872;  followed  by  *' Samson  and  Delilah," 
in  1877;  "Henry  VIII,"  in  1883;  **Ascanius,"  in  1890; 
"The  Barbarians,"  in  1901;  and  "Dejanire,"  in  1911. 
Of  these,  "Samson  and  Delilah"  is  far  and  away  his 
masterpiece.  Saint-Saens'  fame  as  a  composer  rests 
upon  this  opera  and  his  orchestral  and  church  music. 


SAMSON  AND  DELILAH 

Dramatic  Opera  in  Three  Acts.  Music  by  Camille  Saint- 
Saens.  Book  by  Ferdinand  Lemaire.  First  produced 
at  Weimar,  December  2,  1877. 

Scene:  Gaza  and  Vicinity,  in  Palestine. 
Time:    1150  B.C. 

CAST 

Samson,  a  prophet  of  Israel  (Tenor). 
Delilah,  a  Philistine  woman  (Mezzo-Soprano). 
Abimelech,  a  Philistine  officer  (Basso). 
High  Priest  of  Dagon  (Baritone). 
A  Philistine  Messenger  (Tenor). 

Hebrews,  Philistines,  Priests,  Maidens,  etc. 

ARGUMENT 

The  Biblical  story  of  Samson  and  Delilah  is  faithfully 
reproduced  in  this  opera,  which  depicts  in  both  text  and 
music  the  dramatic  scenes  in  the  life  of  Israel's  warrior- 
prophet  whose  power  was  wrested  from  him  by  a  woman. 
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Act  I 

An  Open  Square  in  Gaza.  The  people  of  Israel  have 
been  overcome  by  their  enemies  the  Philistines,  and  now 
pray  for  deliverance.  Samson,  their  leader  and  a  man 
of  mighty  deeds,  advises  them  to  be  patient.  During 
their  devotions  Abimelech,  the  satrap  of  Gaza,  comes  out 
of  the  temple  and  ridicules  them  and  their  God.  Samson 
turns  upon  him,  wrests  the  sword  from  his  hand,  and 
kills  him  with  one  blow.  Other  Philistine  soldiers  rush 
to  their  leader's  aid,  but  Samson  easily  withstands  them 
all.  The  High  Priest  urges  them  forward,  but  they 
answer  that  they  cannot  overcome  Samson;  he  is  invin- 
cible. Samson  bids  his  people  arm  and  avenge  them- 
selves. They  sally  forth  and  a  messenger  reports  that 
they  are  everywhere  victorious.  As  the  strong  man 
returns,  maidens  come  forth  from  the  temple,  led  by 
Delilah,  a  Philistine  woman.  She  praises  Samson  and 
says  that  she  can  resist  him  no  longer.  They  dance  about 
>him,  and  his  eyes  follow  every  motion  of  the  seductive 
Delilah. 

Act  II 

House  of  Delilah  in  the  Valley  of  Sorak.  Delilah, 
gorgeously  attired,  awaits  the  coming  of  Samson.  He 
is  tardy  and  she  grows  impatient.  It  was  not  thus  when 
he  was  first  in  her  power,  but  now  he  is  seeking  to  break 
the  shackles  of  love.  While  she  waits,  the  High  Priest 
enters.  She  must  aid  them  to  lay  hold  upon  the  war- 
rior, he  says ;  and  he  offers  her  wealth  if  she  will  deliver 
him  into  their  hands.  Delilah  refuses  the  gold,  replying 
that  her  hatred  is  enough.  The  High  Priest  departs  and 
sets  a  secret  guard  about  the  house.  After  a  time  Sam- 
son appears  but  with  reluctance  and  shame.  His  God 
commands  him  to  break  off  this  unholy  alliance  and  lead 
Israel  out  of  bondage.  Delilah  makes  use  of  all  her  wiles 
to  bring  him  again  under  her  power,  singing  the  be- 
witching song,  *^My  heart  ope's  to  thy  voice."  He 
again  capitulates  and  she  pleads  with  him  to  tell  her 
the  secret  of  his  strength.  He  refuses.  She  leaves  him 
and  enters  the  house.     He  hesitates  and  then  follows 
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her.  The  soldiers  advance  upon  the  house.  She  opens 
the  window  and  calls  to  them  triumphantly,  while  Sam- 
son is  heard  in  a  terrible  cry,  ''Betrayed!" 

Act  III 

Scene  1.  The  Prison  of  Gaza.  Samson  has  been  shorn 
of  his  long  hair,  the  secret  of  his  strength,  his  eyes  have 
been  put  out,  and  he  is  here  seen  grinding  away  at  a 
mill  wheel.  His  captors  mock  at  him,  while  from  with- 
out come  the  voices  of  his  countrymen  filled  with  re- 
proach. Presently  he  is  seized  and  dragged  forth  to 
grace  a  triumphal  procession. 

Scene  2.  Interior  of  the  Temple  of  Dagon.  Before 
an  amphitheatre  thronged  with  Philistines,  the  High 
Priest  worships  before  their  god,  Dagon.  Delilah  assists 
him.  Samson  is  sent  for,  to  make  sport  for  the  people, 
and  soon  appears  led  by  a  child.  A  great  shout  arises 
at  sight  of  the  helpless  man,  and  Delilah  taunts  him 
with  his  past  weaknesses.  The  High  Priest  pours  a 
libation  to  Dagon  as  being  far  mightier  than  the  vaunted 
God  of  the  Hebrews.  Samson  prays  his  God  for  forgive- 
ness and  asks  that  his  strength  may  be  given  back,  only 
for  a  moment,  in  order  that  he  may  serve  Israel.  Then 
grasping  the  two  marble  pillars,  between  which  he 
stands,  he  bends  forward  with  all  his  might.  The  pillars 
crash  down  and  with  them  the  temple  roof,  burying  all 
beneath  them. 


FRIEDRICH   SMETANA 

A  Bohemian  composer  recognized  as  the  most  famous 
exponent  of  this  school,  which  is  closely  allied  with  the 
German.  He  was  born  in  Leitomischl,  March  2,  1824; 
and  died  in  Prague,  May  12,  1884.  Of  his  numerous 
works,  only  one  opera  is  now  known  to  the  American 
public,  *'Die  Verkaufte  Braut"  (The  Bartered  Bride), 
first  sung  in  the  Czech  language  at  Prague,  in  1866, 
and  revived  in  the  German  tongue,  at  Vienna,  in  1893. 
Says  one  critic :  ' '  Poor  Smetana.  Nature  had  put  on 
his  brow  the  stamp  of  genius,  but  he  never  lived  to  see 
his  glory.  After  grief  and  sorrow  and  direst  need  he 
died  in  a  mad-house,  and  now  posterity  heaps  laurels 
on  his  grave.  *  The  Bartered  Bride '  has  been  represented 
in  Prague  over  three  hundred  times,  and  it  begins  to 
take  possession  of  every  noted  stage  in  Europe.  ^ ' 

THE   BARTERED    BRIDE 

(Die  Verkaufte  Braut).  A  Light  Opera  in  Three  Acts. 
Music  by  Friedrich  Smetana.  Book  by  K.  Sabina. 
First  produced  at  Prague,  May  30,  1866. 

Scene:  A  Bohemian  Town. 
.Time:  The  Present. 

CAST 

Kruschina,  a  peasant  (Baritone). 

Katinka,  his  wife  (Soprano). 

Maria,  their  daughter  (Soprano). 

MiCHA,  a  landowner  (Basso). 

Agnes,  his  wife  (Contralto). 

Wenzel,  their  son  (Tenor). 

Hans,  son  of  Micha  hy  a  former  marriage  (Tenor). 

Kezul,  a  marriage  broker  (Basso). 

Springer,  a  theatrical  manager  (Tenor). 

Esmeralda,  a  dancer. 

Muff,  a  comedian. 

Villagers,  Players. 
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ARGUMENT 


ti 


The  Bartered  Bride"  is  a  village  idyll  wliicli  depicts 
Bohemian  customs  and  life  with  simplicity  yet  with 
dramatic  force. 

Act  I 

Village  Square  and  Inn.  A  spring  festival  is  being 
celebrated  and  all  is  joyous.  Every  heart  is  merry  save 
only  that  of  Maria,  the  daughter  of  Kruschina,  a  well- 
to-do  peasant,  for  on  this  day  a  suitor  chosen  by  her 
parents  and  unknown  to  her  is  to  claim  her  hand.  She 
loves  Hans,  who  is  poor  and  unknown.  Her  parents 
now  enter  with  Kezul,  the  village  marriage-broker,  who 
has  arranged  the  match  with  Wenzel,  son  of  the  rich 
farmer  Micha.  When  they  tell  Maria  of  the  match  she 
objects,  and  Kezul  learns  that  it  is  on  account  of  Hans. 

Act  II 

A  Room  at  the  Inn.  To  further  the  marriage,  Wenzel, 
the  awkward,  stammering  bride-groom-to-be,  is  brought 
face  to  face  with  Maria,  but  does  not  know  who  she  is. 
She  worms  his  secret  from  him  and  persuades  him  to 
look  elsewhere  for  a  sweetheart.  Meanwhile,  Kezul  has 
been  working  upon  Hans  and  finally  prevails  upon  him 
to  forego  all  claim  upon  Maria,  *4n  favor  of  Micha *s 
son,"  by  bribing  him  with  three  hundred  guilders.  All 
present  turn  from  him  in  disgust  as  he  coolly  signs  away 
his  prospective  bride  and  pockets  the  money. 

Act  III 

The  Village  Square.  A  traveling  showman's  troupe 
is  performing.  Wenzel  especially  is  delighted  with  the 
performance,  on  account  of  a  Spanish  dancer,  Esmeralda. 
The  manager  engages  the  lad  to  take  the  part  of  a  danc- 
ing bear,  and  promises  him  the  hand  of  Esmeralda.  At 
this  moment  his  parents  approach  with  the  marriage 
papers,  but  he  refuses  to  sign  them  and  runs  away. 
Meanwhile,  Maria  is  in  tears  over  the  action  of  her  lover, 
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Hans,  but  will  not  make  another  choice.  Hans  now 
reappears  upon  the  scene,  still  without  showing  any 
remorse.  He  repeats  that  she  shall  wed  with  ''Micha's 
son,"  as  the  document  reads,  and  finally  discloses  him- 
self as  the  long-lost  son  of  Micha  by  a  former  marriage. 
His  stepmother  is  angry  over  the  trick  but  is  later  ap- 
peased; the  bride  is  reconciled  to  her  *'sale,"  and  only 
Kezul  retires  crestfallen. 


RICHARD  STRAUSS 

A  modern  German  composer  whose  work  has  been 
hailed  as  indicating  more  promise  of  originality  than 
any  other  of  this  school,  since  Wagner.  Strauss  was  born 
in  Munich,  June  11,  1864,  and  studied  there  first  under 
his  father,  a  member  of  the  Royal  Opera  Orchestra, 
and  in  other  German  schools,  before  taking  up  orches- 
tral work.  He  began  composing  at  so  early  an  age — 
seeming  to  take  to  it  naturally — that  on  the  first  per- 
formance of  a  work  by  him,  he  came  out  as  a  mere  lad 
to  receive  the  plaudits  of  the  audience.  Strauss  is  famed 
in  Germany  as  the  composer  of  many  beautiful  short 
pieces  and  orchestral  numbers.  His  operas  include: 
*'Fire  Famine'^  (1901) ;  *'Guntram"  (1894) ;  ^'Salome" 
(1905);  ^'Elektra''  (1909);  ''The  Rose-Knight" 
(1911) ;  and  **  Ariadne  on  Naxos."  Of  these,  three  have 
been  produced  in  America. 

SALOME 

iSa-lo'-meh) 

Tragic  Opera  in  One  Act.  Music  by  Richard  Strauss. 
Book  adapted  from  the  romance  by  Oscar  Wilde. 
First  produced  at  Dresden,  December  9,  1905. 

Scene  :  Tiberias,  the  Capital  of  Herod,  in  Galilee. 
Time:30A,D. 

CAST 

Herod,  Tetrarch  of  Galilee  (Tenor). 

Herodias,  his  wife   (Mezzo-Soprano). 

Salome,  her  daughter,  and  the  King  ^s  step-daughter 

(Soprano). 
John  the  Baptist,  a  prophet  (Baritone). 
Narraboth,  a  Syrian  captain  (Tenor). 
A  Page  (Contralto). 
Jews,  Courtiers,  Soldiers,  Priests,  Servants. 
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ARGUMENT 

** Salome'*  is  a  story  of  frank  sensuality  based  upon 
Wilde's  romance,  itself  a  variant  of  the  scriptural  ac- 
count of  the  death  of  John  the  Baptist. 

The  Palace  of  Herod.  Salome,  the  beautiful  but  un- 
principled step-daughter  of  King  Herod,  falls  passion- 
ately in  love  with  John  the  Baptist,  the  prophet  of  the 
wilderness.  Because  of  his  bold  speech  against  Herod 
and  Herodias,  John  has  been  cast  into  a  deep  dungeon. 
There  the  King  holds  him,  not  caring  to  take  further 
action  for  fear  of  displeasing  the  Jews.  Salome  is  filled 
with  an  unholy  desire  to  kiss  the  prophet's  lips  and 
fondle  his  long  uncut  tresses.  She  persuades  Narra- 
both,  a  captain  who  is  in  love  with  her,  to  bring  the 
prisoner  before  her.  When  the  captain  finds  that  she 
loves  only  John,  he  kills  himself ;  but  Salome  gives  little 
heed  to  this  in  the  joy  of  having  the  prophet  in  her 
clutches.  John,  however,  rejects  all  her  advances,  bid- 
ding her  repent.  Filled  with  rage  she  has  him  cast  again 
into  the  dungeon  and  bides  her  time. 

The  opportunity  is  soon  offered  when  Herod  holds  a 
feast,  at  which  Salome  appears  scantily  clad  and  dances 
before  the  guests.  The  King  is  so  pleased  that  he  bids 
her  name  her  own  reward.  She  replies  that  she  desires 
only  the  head  of  John  the  Baptist.  The  King  objects; 
he  is  fearful  of  an  uprising;  he  offers  her,  instead,  his 
treasures  or  half  his  kingdom;  but  she  is  obdurate.  In 
desperation  the  King  gives  the  fatal  signal.  A  dull  blow 
is  heard  and  a  moment  later  the  executioner  appears 
with  the  gory  head.  Salome  is  wild  with  delight.  She 
fondles  the  trophy  as  though  it  were  alive,  kissing  the 
lips.  In  disgust  and  horror  the  King  orders  her  to  be 
put  to  death,  and  the  soldiers  crush  her  beneath  their 
shields. 
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ELEKTRA 

{E-leck'-trah) 

Dramatic  Opera  in  One  Act.  Music  by  Richard  Strauss. 
Book  by  Hugo  Von  Hofmannthal.  First  produced 
in  Dresden,  January  25,  1909. 

Scene:  Greece. 
Time:  Antiquity. 

CAST 

Queen  Klytemnestra,  widow  of  Agamemnon 

(Mezzo-Soprano) . 
-^GiSTHUS,  her  paramour  (Basso). 
Okestes,  the  Queen's  son  (Tenor). 
Elektra,  the  Queen's  daughter  (Soprano). 
Chrysothemis,  the  Queen's  daughter  (Soprano). 

Messenger,  Waiting  Women,  Soldiers, 
Courtiers. 

ARGUMENT 

In  *' Elektra,''  a  modem  continuation  of  an  ancient 
Greek  story,  the  death  of  King  Agamemnon  at  the  hands 
of  the  Queen  and  her  paramour  is  avenged  by  the  crazed 
daughter.  The  story  is  unpleasant  but  powerful,  and 
lends  itself  to  the  unconventional  musical  treatment 
given  by  the  composer.  The  action  is  confined  to  a  single 
act,  which  takes  place  in  an  inner  court  of  the  royal 
palace  at  Mycene. 

As  servants  tell  of  the  strange  behavior  of  the  grief- 
crazed,  revenge-driven  Elektra,  daughter  of  the  mur- 
dered Agamemnon,  she  appears  and  tells  of  her  plans 
of  vengeance  in  which  she  shall  be  aided  by  Orestes,  her 
brother.  Chrysothemis,  her  sister,  who  is  actuated  by 
softer,  more  womanly  feelings,  now  enters  and  urges 
Elektra  to  abate  her  hatred,  lest  harm  come  to  them  all, 
and  warns  her  especially  against  their  mother.  The 
Queen  appears  at  a  lighted  window,  and  as  she  and  her 
wild  daughter  rail  at  each  other,  news  is  brought  that 
Orestes  is  dead.  Elektra,  however,  states  that  she  alone 
will  slay  *'the  woman  and  her  husband.'* 
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But  the  report  as  to  Orestes  proves  false,  as  he  pres- 
ently returns  to  the  court  in  disguise.  At  first  Elektra 
does  not  know  him,  but  when  she  recognizes  him  her  joy 
is  almost  savage.  The  tragedy  from  this  point  rapidly 
reaches  its  consummation.  Urged  on  by  the  implacable 
sister,  Orestes  enters  the  palace  and  slays  both  his  mother 
and  ^gisthus,  while  Elektra  waits  outside  in  a  perfect 
frenzy  of  impatience.  "When  she  is  assured  that  the 
bloody  revenge  is  accomplished,  she  dances  madly  until 
she  falls  prone  upon  the  ground.  Chrysothemis  runs  to 
her,  only  to  find  her  dead. 

DEB   ROSENKAVALIER 

{Dair  Ro-zen-cav-ah-leer') 

(The  Rose-Knight.)  Comic  Opera  in  Three  Acts.  Mu- 
sic by  Richard  Strauss.  Book  by  Hugo  von  Hofmann- 
thal.    First  produced  at  Dresden,  January  26,  1911. 

Scene:  Vienna. 

Time:   The  early  years  of  the  reign  of  Maria 
Theresa. 

CAST 

Princess  von  "Werdenberg  (Soprano). 

Baron  Ochs  of  Lerchenau  (Basso). 

OcTAViAN,  a  young  gentleman  of  nohle  family 
(Mezzo-Soprano) . 

Herr  von  Faninal,  a  rich  merchant,  newly  en- 
nobled (High  Baritone). 

Sophia,  his  daughter  (High  Soprano). 

Attendants,  Servants,  Orphans  of  Noble  Family,  Cou- 
riers, Musicians,  Watchmen,  Children,  Various 
Personages  of  suspicious  appearance. 

ARGUMENT 

*'Der  Rosenkavalier"  has  been  described  as  "the 
greatest  comic  opera  since  'Figaro.'  "  Though  slight, 
the  plot  is  amusing,  if  somewhat  fantastic,  and  is  strong- 
ly imbued  throughout  with  wit. 
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Act  I 

Boudoir  of  the  Princess.  During  her  husband's  ab- 
sence the  Princess  von  Werdenberg  amuses  herself  by 
encouraging  the  devotion  of  Octavian,  a  young  cavalier, 
seventeen  years  of  age.  An  ardent  love  scene  is  inter- 
rupted by  the  entrance  of  the  impecunious  and  disrepu- 
table old  Baron  Ochs.  Octavian,  having  no  time  to 
escape,  and  thinking  it  to  be  the  Princess's  husband, 
hurriedly  dons  the  clothes  of  her  maid.  The  Baron  is 
anxious  to  consult  the  Princess  in  regard  to  a  proposed 
match  with  Sophia,  the  daughter  of  a  recently  ennobled 
merchant,  but  his  story  is  much  interrupted  by  his  amor- 
ous attentions  to  the  supposed  maid,  ' '  Mariandel, " 
whom  he  ogles  violently.  The  Princess  is  urged  to  sug- 
gest a  suitable  messenger  to  bear  to  Sophia  the  Baron's 
gage  d'amour,  a  silver  rose.    She  names  Octavian: 

Act  II 

A  Room  in  the  House  of  Faninal.  Faninal  takes  leave 
of  Sophia  and  departs,  promising  to  return  with  her 
noble  bridegroom.  Meanwhile  Octavian  enters  with 
the  silver  rose.  The  inevitable  happens — Octavian  and 
Sophia  fall  madly  in  love  with  one  another,  and  the 
beauty  and  elegance  of  the  young  cavalier  only  make 
Sophia  the  more  disgusted  Avith  the  disreputable  old 
Baron,  who  is  ceremoniously  presented  to  her  by  her 
father.  His  coarse  manners  and  attempted  familiarities 
offend  Sophia  and  enrage  Octavian,  who  challenges  the 
Baron  to  a  duel  and  succeeds  in  w^ounding  him  slightly. 
A  tremendous  hubbub  ensues.  The  Baron  thinks  him- 
self in  a  dying  condition,  various  people  rush  to  minister 
to  him,  Sophia  declares  that  nothing  will  induce  her  to 
marry  the  Baron,  while  Faninal  insists  that  she  shall 
do  so.  Sophia  and  Octavian  concoct  a  plot,  the  object 
of  which  is  to  place  Ochs  under  compromising  circum- 
stances. A  letter  is  delivered  to  him  purporting  to  come 
from  ' '  Mariandel, ' '  who  has  attracted  him.  An  assigna- 
tion is  made. 
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Act  III 

A  Private  Room  at  an  Inn,  Octavian  appears,  dressed 
as  * '  Mariandel, "  the  maid.  Various  suspicious-looking 
persons  are  disposed  about  the  room  in  hiding-places. 
Finally  Baron  Ochs  appears  to  keep  his  appointment. 
His  enjoyment,  however,  is  marred,  first  by  the  resem- 
blance of  ''Mariandel"  to  Octavian,  the  young  cavalier 
who  wounded  him,  then  by  the  appearance  of  the  various 
spies,  of  the  landlord  and  waiters,  ^f  a  woman  who 
claims  him  as  her  husband,  and  four  little  children  who 
hail  him  shrilly  as  ''papa,"  of  the  Commissary  of  Po- 
lice, of  the  enraged  Faninal,  and  finally  of  the  Princess. 
The  Baron  at  last  departs  in  the  midst  of  a  clamorous 
host  presenting  bills.  The  Princess  gracefully  gives 
Octavian  his  freedom  and  the  young  lovers  are  made 
happy. 


ARTHUR  S.  SULLIVAN 

An  English  composer,  born  in  London,  May  13,  1842. 
He  sang  in  a  boy  choir  at  St.  James's,  and  at  the  age 
of  thirteen  published  his  first  composition.  In  the  fol- 
lowing year  he  won  a  fellowship  at  the  Royal  Academy 
of  Music,  Leipsic.  He  was  a  prolific  composer  of  songs, 
oratorios,  incidental  music,  and  operas.  In  the  latter, 
which  were  of  the  lighter  tone,  he  was  aided  for  many 
years  by  a  librettist,  William  S.  Gilbert.  Sullivan  died 
in  London,  November  21,  1900.  His  best-known  operas 
were  ''The  Mikado"  and  ''Pinafore." 


TEE  MIKADO 

{The   Mi-hah'-do) 

Comic  Opera  in  Two  Acts.  Music  by  Arthur  S.  Sullivan. 
Book  by  William  S.  Gilbert.  First  produced  at  the 
Savoy  Theatre,  London,  March  14,  1885. 

Scene:  "Titipu,"  Japan. 
Time  :  The  Middle  Ages. 

CAST 

The  Mikado  of  Japan  (Basso). 

Nanki-Poo,  his  son  "a  wandering  minstreV  (Tenor). 
Ko-Ko,  the  Lord  High  Executioner  (Baritone). 
Pooh-Bah,  Lord  High  everything  else  (Baritone). 
Yum  Yum,  Ko-Ko' s  ward,  ^'from  school' '  (Soprano). 
Peep-Bo      )  her  friends,  the  other  ''ZiY -J Soprano. 
PiTTi-SiNG  )  tie  maids  from   sc/iooZ"  (Mezzo-Soprano, 
Katisha,  a  lady  at  court  (Contralto). 
PiSH-TusH,  a  courtier  (Basso). 

Courtiers,  Citizens,  Servants. 
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ARGUMENT 

**The  Mikado"  may  be  called  a  sprightly  travesty 
upon  Japan,  which  yet  contains  little  beyond  its  costum- 
ing to  identify  it  with  that  country.  The  music  does 
not  pretend  to  be  Oriental,  but  is  pleasingly  English. 
This  has  remained  the  most  popular  of  the  Gilbert  and 
Sullivan  operas. 

Act  I 

A  Street  in  Titipu.  Nanki-Poo,  the  son  of  the  Mikado, 
runs  away  from  the  court  rather  than  marry  Katisha, 
an  elderly  lady.  As  a  traveling  minstrel,  he  goes  from 
town  to  town,  none  knowing  his  true  rank.  In  Titipu  he 
sees  and  falls  in  love  with  Yum- Yum,  the  ward  of  Ko- 
Ko,  who  with  her  two  young  friends,  is  just  home  from 
school.  Yum- Yum  reciprocates  the  passion,  to  the  dis- 
gust of  Ko-Ko,  who  has  planned  to  marry  his  ward  him- 
self, and  thus  secure  her  property.  At  this  juncture, 
Pooh-Bah  arrives.  He  is  the  purveyor  of  state  secrets 
and  holds  every  office  except  that  of  Lord  High  Execu- 
tioner, the  office  of  Ko-Ko.  The  latter  is  by  trade  a 
tailor  and  is  naturally  a  craven-hearted  fellow,  who  dis- 
likes to  shed  blood.  Hence  there  hasn't  been  an  execu- 
tion since  he  has  been  in  office — a  displeasing  state  of 
affairs  to  the  Mikado,  who  sends  word  that  unless  some- 
body is  beheaded  within  the  next  month,  Ko-Ko  will  be 
deposed.  In  this  dilemma  Nanki-Poo  comes  forward 
and  says  that  if  he  is  allowed  to  marry  Yum- Yum  and 
live  with  her  a  month,  they  may  execute  him.  This  plan 
is  agreed  upon. 

Act  II 

Home  of  Yum-Yum.  Preparations  are  actively  for- 
ward for  the  wedding  of  Yum-Yum  and  Nanki-Poo,  but 
the  ardor  of  the  lovers  is  cooled  by  Ko-Ko,  who  an- 
nounces that  he  has  discovered  an  old  law  saying  that 
when  a  married  man  is  beheaded  his  wife  must  be  buried 
alive.  In  order  to  save  his  bride,  Nanki-Poo  magnani- 
mously offers  to  stab  himself  neatly  and  with  despatch. 
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But  this  will  not  serve  Ko-Ko's  purpose,  so  in  his  di- 
lemma, he  makes  up  a  false  statement  as  to  the  execution. 
At  this  juncture  the  Mikado  arrives  and  listens  with 
gusto  to  a  full  account  of  the  victim's  last  agonies  until 
he  discovers  that  it  is  his  own  son  they  are  talking  about. 
Then  he  decrees  that  the  Lord  High  Executioner  shall 
be  put  into  boiling  oil,  or  suffer  some  other  lingering 
death,  for  his  blunder.  Nanki-Poo  is  therefore  brought 
to  life  to  save  all  concerned,  and  Ko-Ko's  worst  punish- 
ment is  to  be  compelled  to  marry  Katisha. 


J 


CHARLES  AMBROISE  THOMAS 

A  French  composer,  born  in  Metz,  August  5,  1811. 
He  entered  the  Paris  Conservatory  in  1828,  winning 
three  prizes  there  in  successive  years — for  piano  playing, 
harmony,  and  musical  composition,  the  last  being  the 
Grand  Prix.  Before  he  had  reached  the  age  of  twenty- 
six  he  had  written  pieces  for  the  piano,  violin,  orchestra, 
and  a  cantata.  His  first  successful  opera  was  ''The 
Double  Ladder"  (1837),  followed  during  the  course  of 
a  long  life  by  many  other  operas  and  cantatas,  the  best 
known  operas  being  ''Mina"  (1843) ;  ''Betty"  (1846) ; 
"A  Midsummer  Night's  Dream"  (1850);  "The  Carni- 
val of  Venice"  (1853);  "Mignon"  (1866);  "Hamlet" 
(1868) ;  and  '^Francesca  da  Rimini"  (1882).  In  1871 
he  became  Director  of  the  Conservatory.  He  died  in 
Paris,  February  12,  1896. 


MIGNON 

{Meen-yohn) 

Romantic  Opera  in  Three  Acts.  Music  by  Charles  Am- 
broise  Thomas.  Book  by  Barbier  and  Carre,  after 
Goethe's  "Wilhelm  Meister."  First  produced  at  the 
Opera  Comique,  Paris,  November  17,  1866. 

Scene:  Germany  and  Italy. 
Time:  The  Eighteenth  Century. 

CAST 

Wilhelm  Meister,  a  German  student   (Tenor). 
Baron  Friedrich  (Tenor). 
Laertes,  a  strolling  actor  (Baritone). 
Philina,  an  actress  (Soprano). 
Lothario,  an  aged  minstrel   (Basso). 
Giarno,  leader  of  the  gypsies  (Basso). 
Mignon,  a  girl  of  the  gypsies  (Mezzo-Soprano). 
Gypsies,  Peasants,  Servants,  etc. 
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ARGUMENT 

The  story  of  a  girl  captured  by  the  gypsies  and  found 
to  be  the  long-lost  daughter  of  a  nobleman  is  not  new 
to  opera,  but  the  present  story,  based  upon  Goethe's 
''Wilhelm  Meister,"  is  one  of  the  most  pleasing. 

Act  I 

Courtyard  of  an  Inn,  Germany.  While  the  strolling 
actors,  Laertes  and  Philina,  are  resting  in  the  courtyard 
of  a  wayside  tavern,  a  band  of  gypsies  also  stop  there. 
They  are  footsore  and  weary  from  a  long  journey,  but 
despite  this  fact  the  leader,  Giarno,  orders  Mignon,  a 
young  girl,  to  dance  for  the  amusement  of  other  tavern 
guests.  She  refuses  from  weariness  and  ill-treatment, 
and  Giarno  rushes  forward  to  beat  her.  An  old  harper 
tries  to  protect  her,  and  would  himself  have  been  beaten, 
but  is  shielded  by  a  young  German  student,  Wilhelm 
Meister.  Mignon  is  dressed  as  a  boy,  and  Wilhelm, 
ignorant  of  her  identity,  takes  her  with  him  as  a  page. 
Meanwhile,  Wilhelm  has  become  infatuated  with  Phi- 
lina, although  Laertes  w^arns  him  that  she  is  fickle.  His 
rival  is  the  Baron  Friedrich,  whose  uncle  has  invited 
the  players  to  visit  his  castle;  and  much  against  the 
Baron's  will,  his  rival  and  Mignon  go  with  them. 

Act  II 

An  Apartment  in  Friedrich's  Castle.  Mignon  falls 
in  love  with  Wilhelm,  but  he  is  ignorant  of  this  affection 
on  the  part  of  his  **page,"  although  the  sly  Philina 
twits  him  with  it.  Mignon  is  so  distressed  over  her  false 
situation  that  she  is  on  the  point  of  throwing  herself 
into  a  lake,  when  the  notes  of  Lothario's  harp  soothe 
her.  She  goes  to  the  old  minstrel  for  counsel,  and  in 
her  agitation  calls  down  vengeance  upon  the  castle  and 
its  occupants.  In  the  meantime  the  players  have  given 
a  successful  performance  and  emerge  upon  the  terrace. 
A  festival  is  given  upon  the  lawn.  Philina  misses  the 
flowers  which  have  been  bestowed  upon  her  at  the  play, 
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and  sends  Mignon  within  to  fetch  them.  Before  the 
girl  can  return,  flames  burst  from  the  windows.  The 
aged  Lothario  has  interpreted  Mignon's  curse  too  liter- 
ally and  set  fire  to  the  castle.  Wilhelm  rushes  into  the 
building  and  at  great  peril  rescues  Mignon,  whom  he 
carries  forth  unconscious  in  his  arms. 

Act  III 

A  Castle  in  Italy.  Lothario  takes  Mignon,  who  seems 
ill  in  body  and  mind,  to  Italy.  They  are  followed  by 
Wilhelm,  who  has  discovered  her  love  for  him  and  re- 
ciprocates it,  after  casting  off  his  passion  for  the  fickle 
Philina.  In  Italy  the  mystery  of  Mignon's  birth  is 
cleared.  She  is  the  daughter  of  Lothario,  whose  real 
title  is  the  Marquis  of  Cipriani.  Ever  since  his  daughter 
had  been  stolen  by  the  gypsies  he  has  wandered  in  search 
of  her,  and  now  proves  her  identity.  He  bestows  her 
hand  with  his  blessing  upon  Wilhelm. 


HAMLET 

Grand  Opera  in  Five  Acts.  Music  by  Thomas.  Book 
by  Michel  Carre  and  Jules  Barbier,  after  the  play  by 
Shakespeare.  First  produced  at  the  Grand  Opera, 
Paris,  March  9,  1868. 

Scene:  Denmark. 
Time:  Antiquity. 

CAST 

Hamlet,  Prince  of  Denmark  (Baritone). 
Claudius,  King  of  Denmark  (Basso). 
Laertes,  son  of  Polonius  (Tenor). 
PoLONius,  a  courtier  (Basso). 
Gertrude,  Queen  of  Denmark  (Mezzo-Soprano). 
Ophelia,  daughter  of  Polonius  (Soprano). 
Courtiers,  Players,  Soldiers,  etc. 


MIGNON  253 


ARGUMENT 

While  ranking  high  in  France  among  operas,  this 
work  by  Thomas  has  not  achieved  lasting  popularity  in 
other  countries,  due  perhaps  to  the  fact  that  its  libretto 
horribly  mutilates  the  tragedy  of  Shakespeare. 

The  characters  are  the  same  as  in  the  original  play, 
and  the  action  follows  its  general  lines.  Hamlet  broods 
over  his  mother 's  hasty  marriage  with  Claudius,  King  of 
Denmark,  and  is  urged  on  to  revenge  by  his  father's 
ghost.  He  then  seeks  to  fasten  the  guilt  of  his  father's 
death  upon  Claudius.  The  final  acts  deal  with  the  mad- 
ness and  death  of  Ophelia,  and  the  vengeance  of  Hamlet 
upon  the  usurping  King. 


LUDWIG  THUILLE 

A  German  composer,  born  November  30,  1861,  at 
Bozen,  and  died,  February  5,  1907.  He  studied  in  Ger- 
man schools  and  wrote  numerous  shorter  pieces.  He  is 
known  outside  his  own  country  for  a  single  opera,  ^'Lobe- 
tanz,"  first  produced  in  1898. 


LOBETANZ 

{Lo'-hee-tahnz) 

Fairy  Opera  in  Three  Acts.  Music  by  Ludwig  Thuille. 
Book  by  Otto  Julius  Bierbaum.  First  produced  at 
Mannheim,  Germany,  February  6,  1898. 

Scene:  Germany. 
Time  :  The  Middle  Ages. 

CAST 

LoBETANZ,  a  wandering  minstrel  (Tenor). 
The  King  (Baritone). 
The  Princess  (Soprano). 
First  Dark  Girl  (Soprano). 
First  Fair  Girl  (Soprano). 
Forester  (Basso). 
Headsman  (Baritone). 
Judge  (Basso). 

Prisoners,  a  Youth,  Maidens,  Minstrels,  Poets, 
Courtiers,  Huntsmen,  Peasants. 

ARGUMENT 

A  pleasant,  old-fashioned  fairy-tale,  dealing  with  a 
princess  sick  unto  death,  who  can  only  be  healed  by  the 
strains  of  a  wandering  minstrel's  song,  is  the  theme  of 
this  melodic  opera. 
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Act  I 

Garden  adjoining  a  Palace.  It  is  Springtime.  Maid- 
ens dance,  sing  and  strew  roses,  as  the  day  is  the  festival 
of  song.  Attracted  by  their  revelry,  Lobetanz,  a  poor 
strolling  minstrel,  enters  the  garden,  his  violin  slung 
across  his  shoulders,  but  the  man  himself  in  tatters. 
The  maidens,  however,  welcome  him  for  his  music,  and 
tell  him  that  this  has  been  set  aside  as  the  day  of  sing- 
ing, by  the  King,  in  the  hope  that  thus  a  cure  can  be 
found  for  the  Princess,  who  is  seized  with  some  unknown 
malady.  The  doctors  cannot  cure  her,  and  it  has  been 
foretold  that  only  a  song  can  make  her  well  again.  All 
the  poets  and  musicians  of  the  realm  are  to  compete, 
and  the  maidens  urge  Lobetanz  to  try.  But  he  points 
to  his  ragged  clothes,  and  wishes  to  hide,  when  they 
hear  the  royal  party  approaching.  The  maidens,  how- 
ever, cover  his  rags  with  roses.  The  King  and  the 
Princess  enter,  accompanied  by  courtiers  and  minstrels. 
The  listless  Princess  bids  the  songs  begin,  and  various 
poets  try  their  skill.  Then  they  quarrel  among  them- 
selves for  the  precedence,  when,  of  a  sudden,  the  strains 
of  a  violin  are  heard  from  a  neighboring  arbor.  For 
the  first  time  the  Princess  betrays  interest.  She  asks 
that  the  musician  be  summoned.  Lobetanz  then  sings, 
and  his  music  causes  her  to  swoon.  A  general  tumult 
ensues.  Lobetanz  is  accused  of  magic,  but  makes  his 
escape. 

Act  II 

The  Forest.  Lobetanz  seeks  refuge  with  the  royal 
forester,  whose  goodwill  he  gains  by  his  music.  He  falls 
asleep  under  a  linden  tree,  and  a  raven  seizes  his  cap, 
flying  off  with  it  in  the  direction  of  hangman's  hill. 
The  forester  shakes  his  head  at  this  omen,  but  Lobetanz 
only  laughs  when  told  about  it.  The  Princess  approaches 
and  is  delighted  to  find  again  the  minstrel  who  has  pos- 
sessed her  thoughts  ever  since  the  festival  of  song.  They 
confess  their  mutual  attachment,  but  their  love-making 
is  interrupted  by  the  entrance  of  the  King  with  his 
huntsmen.  Lobetanz  is  arrested  and  sentenced  to  death. 
The  Princess  again  languishes. 
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Act  III 

Scene  1.  A  Dungeon.  Lobetanz,  securely  chained, 
is  awaiting  the  day  of  his  execution.  Other  prisoners 
make  game  of  him  for  presuming  to  lift  his  eyes  to  the 
Princess.  He  plays  an  invocation  to  Death,  and  all  join 
in  a  gruesome  pantomime,  depicting  the  execution,  one 
prisoner  impersonating  ** Friend  Death."  The  hang- 
man enters  for  Lobetanz. 

Scene  2.  Hangman's  Hill.  The  crowd  assembles  for 
the  execution.  The  hangman  tells  why  Lobetanz  is  sen- 
tenced to  death,  and  says  that  only  his  blood  can  restore 
the  Princess  from  the  magic  spell  cast  upon  her.  The 
Princess  is  borne  in,  almost  lifeless,  and  Lobetanz  craves 
permission  to  play  his  violin  for  the  last  time.  The  re- 
quest is  granted,  though  with  much  apprehension.  The 
sweet  strains  sound,  and  at  their  first  echo  the  Princess 
begins  to  recover.  When  they  have  ended,  she  is  sitting 
upright,  stretching  out  her  arms  to  the  minstrel.  The 
King  pardons  him  and  accepts  him  as  a  son.  The  lovers 
join  hands  and  lead  the  dance,  in  which  all  join  merrily 
— even  the  King  and  the  hangman.  At  this  moment  the 
raven  that  has  stolen  Lobetanz 's  cap  drops  it  from  the 
top  of  the  gallows.  It  is  no  longer  an  ill  omen,  but  a 
sign  for  fortunate  marriage. 


PETER   I.   TSCHAIKOWSKY 

A  Russian  composer,  born  at  Votinsk,  Viatka,  April 
25,  1840.  He  came  of  good  stock,  but  as  his  father  was 
a  mining  engineer  the  son  was  not  intended  for  a  musi- 
cal career.  However,  he  showed  a  predilection  for  music 
at  so  early  an  age  that  he  was  given  lessons  on  the 
pianoforte,  an  instrument  with  which  he  was  later 
to  reach  commanding  eminence.  He  studied  in  the 
Conservatory  at  St.  Petersburg,  and  later  accepted  a 
position  in  that  of  Moscow.  Says  a  biographer: 
*  *  Tschaikowsky 's  productiveness  as  a  composer  was  ex- 
traordinary. In  a  space  of  not  more  than  thirty  years 
he  composed  eleven  operas,  music  for  a  fairy  play,  three 
ballets,  six  symphonies,  five  orchestral  suites,  a  serenade, 
and  four  concert  overtures."  His  best  known  operas 
are:  *'Valouka"  (1876),  a  prize  opera;  ''The  Oprich- 
nik,''  ''The  Queen  of  Spades,"  and  "Eugene  Onegin." 
The  last  two  remain  in  current  repertory.  Tschaikow- 
sky  died  at  St.  Petersburg,  November  13  (25),  1893. 


EUGENE  ONEGIN 

{Tu-geen  Oh' -nee-gin) 

Grand  Opera  in  Three  Acts.  Music  by  Peter  Ilitsch 
Tschaikowsky.  Text  after  Pushkin's  tale  by  Modeste 
Tschaikowsky,  the  composer's  brother;  German  text 
by  von  A.  Bernhard.  Produced  at  Moscow,  March, 
1879. 

Scene:  Russia. 
Time:  Recent. 
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CAST 

Larina,  owner  of  an  estate  (Mezzo-Soprano). 

FiLiPiEVNA,  a  waitress  (Mezzo-Soprano). 

Eugene  Onegin,  a  gallant  (Baritone). 

Lenski,  a  poet  (Tenor). 

Prince  Gremin  (Baritone). 

A  Captain  (Basso). 

Saretsky  (Basso). 

Triquet,  a  Frenchman  (Tenor). 

Guests,  Villagers,   Servants,  etc. 

ARGUMENT 

This  opera  may  be  characterized  as  a  series  of  * '  lyrical 
scenes'^  which  follow  so  closely  the  epic  tale  of  Pushkin, 
that  the  latter  should  be  studied  for  a  thorough  enjoy- 
ment of  the  musical  work. 

Act  I 

A  Country  Estate.  Eugene  Onegin,  a  young  society 
blade,  is  called  from  the  social  diversions  of  the  city  by 
the  death  of  an  uncle,  who  has  willed  to  him  a  country 
place.  Eugene  comes  willingly  enough,  as  he  has  grown 
sated  with  city  life,  and  welcomes  a  period  of  retire- 
ment. He  meets  in  the  country  a  poet,  Lenski,  who  is 
somewhat  of  a  fanatic ;  also  Larina,  a  neighboring  land- 
owner, and  her  two  daughters.  One  of  the  girls,  Olga, 
is  betrothed  to  the  poet.  The  other,  Tatiana,  is  an  over- 
sentimental  girl  who  proceeds  to  throw  herself  at  the 
feet  of  this  worldly-wise  city  man.  Eugene,  however, 
will  not  accept  her  love,  and  she  mopes  exceedingly. 

Act  II 

A  Ballroom.  Tatiana 's  birthday  is  the  occasion  of  a 
ball  at  her  mother's  estate.  Thither  the  two  men  are 
invited,  but  Eugene  is  so  bored  by  it  all  that,  as  a  means 
of  diversion,  he  begins  flirting  with  Olga,  Lenski 's  sweet- 
heart.    The  poet,  in  a  fury,   challenges   Onegin,  who 
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cannot  escape  the  challenge,  though  treating  it  all  as 
a  cynical  jest.  But  in  the  duel  he  has  the  misfortune 
to  shoot  his  antagonist.  He  leaves  the  country,  more 
cynical  and  depressed  than  ever. 


Act  III 

A  Hall  in  Prince  Gremin^s  Palace.  Twenty-six  years 
elapse.  Eugene  has  wandered  restlessly  from  one  coun- 
try to  another,  but  has  never  found  happiness.  Back 
in  St.  Petersburg  he  attends  a  ball  given  by  Prince 
Gremin;  and  in  the  person  of  the  Princess  Gremina 
recognizes  the  Tatiana  of  the  country  affair.  She  has 
grown  to  be  a  well-poised  social  leader.  He  now  finds 
in  her  all  the  qualities  she  formerly  lacked,  and  begins 
to  court  her.  She  upbraids  him  for  his  fickleness,  but 
finally  admits  that  she  still  cares  for  him.  She  remains 
true  to  her  marriage  vows,  notwithstanding,  and  Onegin 
sadly  bids  her  farewell. 


PIQUE-DAME 

{Peeh-Dam) 

(The  Queen  of  Spades.)  Tragic  Opera  in  Three  Acts. 
Music  by  Peter  Tschaikowsky.  Book  by  Modiste 
Tschaikowsky,  after  a  story  by  Pushkin.  First  pro- 
duced in  St.  Petersburg,  in  1890. 

Scene:  St.  Petersburg. 
Time:  Recent. 


CAST 

Herman,  a  gambler 
** Pique-Dame,'^  a  Countess. 
Lisa,  her  grand-daughter. 
Prince  Yeletsky. 

Gamblers,  Society  Folk,  Servants,  etc. 
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ARGUMENT 

Herman,  an  inveterate  gambler,  is  torn  between  two 
passions — his  love  for  a  girl  and  his  desire  to  win  at 
cards.  The  two  emotions  are  exemplified  in  the  persons 
of  Lisa,  a  young  girl,  and  the  Countess,  her  grandmother 
— an  old  dame  who  is  so  lucky  at  cards  that  she  has 
been  nicknamed  "The  Queen  of  Spades"  (Pique-Dame). 
She  is  said  to  base  her  phenomenal  success  on  a  com- 
bination of  three  cards.  Although  Herman  loves  the 
younger  woman,  he  pays  more  attention  to  the  older 
one,  in  the  hope  of  learning  the  secret.  Lisa  also 
loves  Herman,  but  engages  herself  to  Prince  Yeletsky. 
To  spy  upon  the  old  woman,  Herman  hides  in  her  bed- 
room one  night.  When  she  sees  him  the  shock  kills  her, 
and  Herman  learns  nothing.  Half-crazed  with  remorse 
Herman  is  haunted  by  the  old  Countess's  ghost.  The 
apparition  then  shows  him  the  three  cards,  that  will  al- 
ways win.  On  the  night  after  her  funeral  he  plays 
against  Prince  Yeletsky,  and  wins  twice  by  the  cards 
shown  him  by  the  ghost.  Thereupon  he  stakes  every- 
thing he  possesses  on  the  third  card,  but  he  turns  up, 
not  the  expected  card,  but  the  queen  of  spades.  At  the 
same  instant  he  sees  a  vision  of  the  Countess,  smiling 
derisively.    In  despair,  Herman  kills  himself. 


GIUSEPPE   VERDI 

This  supreme  master  of  Italian  opera  was  born  at 
Koncole,  near  Busseto,  Lombardy,  October  9,  1813.  He 
early  showed  a  predilection  for  music,  at  ten  being  the 
village  organist,  but  when  at  eighteen  he  applied  for 
admission  to  the  Italian  Conservatory,  he  was  refused 
on  the  score  that  he  did  not  reveal  sufficient  musical 
talent.  Yet  this  was  the  composer  who  a  few  years  later 
was  to  astonish  the  world  by  his  brilliance  and  sustained 
excellence  of  his  operas.  His  first  opera,  ''Oberto,"  is 
reminiscent  of  Bellini.  Others  appeared  until,  in  1844, 
when  he  was  thirty-one,  his  first  really  successful  opera, 
**Ernani,'*  was  produced.  A  few  years  later  came 
**Rigoletto,"  *'I1  Trovatore,"  and  "La  Traviata,"  titles 
which  are  still  household  words  in  every  operatic  reper- 
toire. ''The  Masked  Ball"  (1859),  ''The  Force  of 
Destiny"  (1862),  and  "Don  Carlos"  (1867),  which  also 
belong  to  this  middle  period,  have  recently  been  revived 
in  America.  "When  fifty-eight,  he  gave  evidence  of  still 
greater  mastery  of  his  art  with  ' '  Aida. "  At  a  still  later 
period  came  "Othello"  (1887),  and  "Falstaff"  (1893), 
which  more  nearly  resemble  music-drama  than  opera  and 
reveal  the  influence  of  Wagner.  Verdi  passed  away  at 
Milan,  January  27,  1901. 

EENANI 

(Air-nah'-nee) 

Dramatic  Opera  in  Four  Acts.  Music  by  Giuseppe 
Verdi.  Book  by  Francesco  M.  Piave,  after  Hugo's 
"Hemani."  First  produced  at  the  Fenice  Theatre, 
Venice,  March  9,  1844. 

Scene:    Aragon,  Aix-la-Chapelle,  and  Saragossa. 
Time:  1519. 

261 


262  GIUSEPPE    VERDI 


CAST 

Don  Carlos,  King  of  Spain  (Baritone). 
Don  Ruy  Gomez  de  Silva,  a  Spanish  grandee 

(Basso). 
Donna  Elvira,  his  niece  (Soprano). 
Johanna,  her  nurse  (Contralto). 
Ernani,  an  outlaw  (Tenor). 
Don  Riccardo,  royal  armor-hearer  (Tenor). 
Iago,  armor-bearer  to  Gomez  (Basso). 
Lords,  Ladies,  Soldiers,  Outlaws,  Servants. 

ARGUMENT 

The  story  of  '* Ernani"  originally  followed  Hugo's 
tragedy,  ^'Hernani,"  so  closely  that  the  poet  accused 
the  composer  of  literary  piracy  and  demanded  that  the 
libretto  be  changed.  The  title  of  **I1  Proscritto"  was 
therefore  given  the  opera  for  a  time. 

Act  I 

Scene  1.  A  Mountain-  Retreat.  Ernani,  the  son  of  a 
Spanish  duke,  has  been  outlawed  by  the  King  and  be- 
comes chief  of  a  robber  band.  He  has  fallen  deeply  in 
love  with  Donna  Elvira,  a  noble  lady,  and  hearing  that 
she  is  betrothed  to  Don  Gomez  de  Silva,  a  wealthy 
grandee,  he  plans  to  abduct  her. 

Scene  2.  Donna  Elvira's  Apartments.  During  the 
preparations  for  Elvira's  marriage,  a  cavalier  enters  her 
apartments  and  tries  to  persuade  her  to  fly  with  him. 
Her  cries  for  assistance  bring  Ernani  upon  the  scene, 
who  recognizes  the  King  in  her  assailant.  Carlos,  on 
his  part,  recognizes  the  outlaw  whom  he  has  formerly 
defrauded  of  his  lands  and  titles,  and  a  heated  dispute 
arises  in  which  Ernani  hurls  defiance  at  the  monarch. 
Silva  now  interposes,  and  the  enraged  outlaw  offers  to 
fight  them  both,  but  is  restrained. 

Act  II 

Hall  of  Silva's  Mansion.  Ernani  returns  to  the  gran- 
dee's home,  disguised  as  a  pilgrim,  in  order  to  frustrate 
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the  wedding  plans  of  Silva  with  his  niece.  He  pretends 
that  he  is  in  danger,  and  Silva,  not  discovering  his  iden- 
tity, grants  him  safe  harbor  so  long  as  he  is  under  his 
roof.  Later,  Silva  surprises  him  in  an  interview  with 
Elvira  and  recognizes  him,  but  the  grandee's  pledge  of 
safety  holds  good,  and  he  postpones  his  personal  ven- 
geance till  a  later  time.  Silva  will  not  even  yield  up 
the  bandit  to  the  King,  who  now  appears  before  the 
castle  walls.  The  monarch  is  only  appeased  by  the  sur- 
render of  Elvira  as  a  hostage.  When  the  royal  troops 
are  withdrawn,  Silva  releases  Ernani  and  immediately 
challenges  him  to  a  duel.  Both  agree,  however,  to  post- 
pone their  personal  differences  until  they  have  rescued 
Elvira.  The  outlaw,  on  his  part,  pledges  himself  to 
appear  at  any  time  that  Silva  shall  sound  his  hunting 
horn. 

A.CT  III 

Charlemagne^ s  Tomh,  at  Aix-la-Chapelle.  "While  Car- 
los is  visiting  the  tomb  of  the  great  emperor,  he  chances 
to  overhear  a  conspiracy  against  him.  Among  the  con- 
spirators are  Silva  and  Ernani.  The  royal  guard  ap- 
pears and  the  King  steps  forth  and  orders  the  arrest 
and  execution  of  all  present.  Ernani  then  declares  that 
he  is  Don  Juan  of  Aragon,  a  proscribed  nobleman,  who 
has  been  urged  on  to  this  course  by  his  wrongs.  The 
King's  magnanimity  is  touched,  and  yielding  to  Elvira's 
supplications,  he  forgives  the  conspirators  and  also  be- 
stows the  lady's  hand  upon  Ernani. 

Act  IV 

Don  Juan^s  Castle.  Ernani  has  been  restored  to  his 
rank  and  ancestral  estates.  His  cup  of  bliss  is  filled  by 
his  marriage  to  Elvira.  The  ceremony  has  just  been 
completed,  when  the  ominous  sound  of  a  bugle  is  heard. 
It  is  Silva  come  to  exact  his  pledge.  The  stern  old 
grandee  silently  enters  and  hands  a  dagger  to  Ernani, 
who  takes  it  without  protest  and  stabs  himself  to  the 
heart. 
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RIGOLETTO 

{Ree-go-let'-to) 

Tragic  Opera  in  Four  Acts.  Music  by  Giuseppe  Verdi. 
Book  by  Francesco  M.  Piave,  after  Hugo's  ^*Le  Roi 
S 'amuse."  First  produced  at  the  Fenice  Theatre, 
Venice,  March  11,  1851. 

Scene:  Mantua. 

Time:  The  Sixteenth  Century. 

CAST 

The  Duke  of  Mantua  (Tenor). 
RiGOLETTO,  his  jester  and  attendant  (Baritone). 
Gild  A,  daughter  of  Bigoletto  (Soprano). 
Count  Monterone  (Basso). 
Count  Ceprano  (Baritone). 
Countess  Ceprano  (Soprano). 
Sparafucile,  an  assassin  (Basso). 
Maddalena,  his  sister  (Mezzo-Soprano). 
GiovANNA,  friend  of  Maddalena  (Contralto). 
BoRSA,  a  Courtier  (Tenor). 

Officers,  Courtiers,  Ladies,  Attendants, 
Servants. 

ARGUMENT 

* '  Rigoletto '  *  is  an  intense  tragedy  of  unbridled  de- 
sires and  retributive  vengeance.  Based  upon  Hugo's 
powerful  drama  of  medieval  court  life,  ''The  King 
Amuses  Himself,"  it  is  unrelieved  by  pleasant  themes, 
but  has  been  lastingly  successful  because  of  the  closely 
knit  plot  and  the  brilliant  music  with  which  Verdi  has 
invested  it. 

Act  I 

An  Open  Court  in  the  Duke's  Palace.  The  Duke  of 
Mantua,  one  of  the  most  profligate  of  rulers,  devotes 
his  leisure  moments  to  the  pursuit  of  ladies,  and  no 
house  high  or  low  is  safe  from  his  attentions.  The 
courtiers  are  embittered,  and  especially  so  against  Rigo- 
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letto,  his  jester  and  familiar,  who  aids  him  in  these 
adventures.  Rigoletto,  though  deformed,  has  a  keen 
mind.  His  own  daughter,  a  beautiful  young  girl,  has 
been  kept  carefully  hidden  away  (so  he  thinks).  He 
can  therefore  laugh  loudly  with  the  Duke  when  the 
latter  tells  of  having  fallen  in  love  with  a  fair  face  he 
has  seen  at  church,  and  promises  his  master  another  rare 
adventure.  At  the  same  time  the  Duke  is  planning  an 
intrigue  with  the  Countess  Ceprano,  which  causes  the 
Count  to  form  a  cabal  against  Rigoletto.  The  Count 
Monterone  also  swears  vengeance  against  both  Duke  and 
jester,  because  of  the  wronging  of  his  daughter.  When 
he  comes  with  his  complaint  the  jester  makes  merry. 
Monterone,  enraged,  turns  and  hurls  a  father's  curse 
against  both.  The  Duke  treats  the  matter  lightly,  but 
the  jester  cannot  get  the  curse  out  of  his  mind. 

Act  II 

'A  Secluded  Street  in  Front  of  Rigoletto's  House.  Still 
thinking  of  the  curse,  the  jester  has  an  interview  with 
Sparafucile,  a  hired  assassin,  who  promises  to  aid  him 
whenever  necessary.  Rigoletto  then  enters  his  garden 
by  a  side  gate  and  is  met  by  Gilda,  his  daughter,  whom 
he  loves  and  guards  jealously.  She  answers  his  ques- 
tions as  to  her  coming  and  going,  but  conceals  from 
him  the  fact  that  she  has  seen  a  young  man  at  church 
who  has  shown  her  marked  attention.  It  was  the  Duke, 
posing  as  a  student.  He  has  found  out  where  she  lives, 
and  his  men  are  planning  to  abduct  her  this  very  night. 
They  believe  her  to  be  Rigoletto 's  mistress,  and  encoun- 
tering him  in  the  street  plan  a  trick  at  his  expense.  He 
is  informed  that  they  are  after  the  Countess  Ceprano, 
and  he  is  to  accompany  them  blindfolded.  He  agrees, 
and  while  blinded  they  place  a  scaling-ladder  against 
his  own  house  and  carry  off  Gilda.  He  discovers  the 
ruse  too  late  to  rescue  her,  and  again  remembers  the 
curse. 

Act  III 

Apartment  in  the  Palace.  Rigoletto  follows  his 
daughter  to  the  palace,  but  when  arrived  there  he  finds 
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that  she  is  with  the  Duke.  In  an  agony  of  apprehension 
he  sings  and  jests,  and  meanwhile  tries  to  find  some  way 
of  reaching  them.  But  the  courtiers,  believing  Gilda  to 
have  been  only  his  mistress  and  glad  of  this  chance  to 
avenge  themselves  upon  him,  prevent  him  from  leaving 
the  room.  Finally,  in  an  agony  he  confesses  that  she 
is  his  daughter,  and  begs  to  be  allowed  to  seek  her,  but 
all  to  no  avail.  At  the  height  of  their  merriment  and 
his  despair,  Gilda  rushes  in.  The  others  retire,  leaving 
father  and  daughter  alone.  His  worst  fears  have  been 
realized.  She  has  been  dishonored.  Monterone  passes 
by,  and  Rigoletto  tells  him  his  curse  has  been  effective. 
*'Not  so,"  says  Monterone:  **the  Duke  is  still  happy!" 
**I  join  you  in  vengeance  against  him!"  exclaims  Rigo- 
letto. 

Act  IV 

A  Retired  Street,  Rigoletto  shudders  to  learn  that 
Gilda  still  loves  the  Duke  and  would  shield  him  from 
vengeance.  He  therefore  hastens  to  the  home  of  the 
murderer,  Sparafucile,  and  bargains  with  him  that  he 
shall  slay  the  first  person  who  enters  the  house,  regard- 
less of  whom  it  may  be.  The  bandit  agrees.  The  jester 
then  lures  the  Duke  to  the  house  by  means  of  the  ban- 
dit's sister,  Maddalena.  Even  when  Gilda  overhears 
and  sees  this  new  proof  of  the  Duke's  perfidy  she  can- 
not steel  her  heart  against  him,  but  resolves  instead  to 
sacrifice  herself  to  save  him.  A  thunderstorm  prevents 
the  Duke  from  leaving  the  house  at  once,  and  Madda- 
lena pleads  with  her  brother  to  spare  their  guest,  who 
has  retired  to  an  upper  chamber.  The  assassin  is  un- 
willing; a  bargain  is  a  bargain.  At  last  he  agrees  to 
spare  him,  provided  another  victim  is  found  by  mid- 
night. Gilda,  on  the  outside,  overhears  and  presents 
herself  in  boy's  clothes.  True  to  his  word,  Sparafucile 
stabs  her.  Rigoletto  comes  to  claim  the  body  which  has 
been  placed  in  a  sack.  While  gloating  over  his  ven- 
geance he  hears  the  voice  of  the  Duke  singing. 
Astounded,  he  tears  open  the  sack  and  finds  the  body 
of  his  daughter. 
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IL   TROVATOEE 

(Eel   Tro'-vah-to-ree) 

(The  Troubadour.)  Romantic  Opera  in  Four  Acts. 
Music  by  Giuseppe  Verdi.  Book  by  Salvatore  Cam- 
merano  after  a  Spanish  drama  by  Gatteerez.  First 
produced  at  Apollo  Theatre,  Rome,  January  19,  1853. 

Scene:  Biscay  and  Aragon. 
Time:  The  Fifteenth  Century. 

CAST 

Count  di  Luna  (Baritone). 
Countess  Leonora  (Soprano). 
Azucena,  a  gipsy  (Contralto). 
Manrico,  the  Count's  brother,  a  wandering 

troubadour  (Tenor). 
Ferrando,  servant  of  the  Count  (Basso). 
Inez,  friend  of  Leonora  (Soprano). 
Ruiz,  a  gipsy  (Tenor). 

Gipsies,  Gentlemen,  Ladies,  Servants. 

ARGUMENT 

**I1  Trovatore"  is  the  romantic  tragedy  of  a  high-born 
child  kidnapped  by  gipsies — to  this  extent  a  parallel 
with  **The  Bohemian  Girl.''  Its  tragic  denouement, 
which  seems  forced,  does  not  detract  from  the  brilliant 
color  of  its  scenes  or  the  pleasing  quality  of  its  music. 

Act  I 

Scene  1.  The  Count's  Castle.  Count  di  Luna,  a  pow- 
erful nobleman,  has  lost  a  younger  brother  at  the  hands 
of  a  gipsy  band  and  has  heard  nothing  concerning  him 
for  several  years  since  that  event.  His  retainers  are 
told  the  story  by  Ferrando,  who  adds  that  the  woman 
who  stole  the  child  was  burned  at  the  stake,  but  that 
her  daughter  is  still  alive. 

Scene  2.  Balcony  of  the  Castle.  Leonora,  an  heiress, 
has  fallen  in  love  w^ith  Manrico,  a  handsome  troubadour, 
who  appears  nightly  under  her  window  singing  sere- 
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nades.  While  awaiting  his  appearance  one  evening, 
Count  di  Luna,  also  a  suitor,  arrives  and  she  mistakes 
him  for  the  minstrel.  The  surprise  is  general  a  few 
moments  later  when  Manrico  appears.  The  two  men 
quarrel  and  cross  swords.  Manrico  is  wounded,  but 
escapes  before  the  Count  can  summon  his  attendants. 

Act  II 

Scene  1.  A  Gipsy  Camp.  Manrico  is  being  nursed 
back  to  health  by  Azucena,  his  supposed  mother.  She 
confesses  to  him  that  she  is  not  his  real  mother,  but 
refuses  to  tell  anything  more.  Ruiz,  Manrico 's  follower, 
brings  word  that  Leonora,  believing  him  dead,  is  about 
to  take  the  veil  in  order  to  escape  from  the  Count,  and 
that  the  latter  is  pursuing  her  with  his  soldiers.  Man- 
rico dons  his  armor  and  despite  his  weakened  condition 
hurries  to  the  rescue. 

Scene  2.  A  Convent,  It  is  the  day  when  Leonora  is 
to  take  the  veil.  Di  Luna  is  encamped  without,  to  pre- 
vent her  from  doing  so.  The  nuns  march  slowly  by 
singing,  with  Leonora  among  them.  Di  Luna  attempts 
to  abduct  her,  but  is  in  turn  surprised  by  Manrico  and 
his  band,  who  now  rush  in.  The  Count's  forces  are  out- 
numbered and  he  is  compelled  to  withdraw.  Leonora 
is  overjoyed  to  find  her  lover  alive,  and  renounces  the 
veil  in  his  favor. 

Act  III 

Scene  1.  The  Camp  of  Di  Luna.  The  Count  has  cap- 
tured the  gipsy,  Azucena,  and  is  overjoyed  to  learn  that 
she  is  his  rival's  reputed  mother.  Ferrando  charges 
her  with  having  murdered  the  Count's  brother.  She 
denies  it  stoutly,  but  will  say  nothing  more,  and  the 
Count  orders  her  to  the  torture-chamber. 

Scene  2.  The  Convent.  Preparations  are  forward  for 
the  marriage  of  Leonora  and  Manrico,  but  before  the 
ceremony  occurs,  Ruiz  enters  with  the  tidings  that  Azu- 
cena is  in  the  Count's  power  and  about  to  be  tortured. 
Manrico  is  loyal  to  his  foster  mother,  and  at  once  sets 
forth  to  rescue  her,  bidding  his  tearful  bride-to-be  a 
hasty  farewell. 
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Act  IV 

Scene  1.  Outside  the  Prison  Tower.  This  time  the 
Count's  men  are  too  strong  for  Manrico,  and  he  is  over- 
powered and  made  prisoner.  The  Count  condemns  him 
to  death  as  an  outlaw,  and  he  is  shut  within  the  fatal 
tower.  Leonora,  on  the  outside,  hears  the  mournful 
strains  of  the  Miserere,  or  death-chant.  She  pleads  with 
the  Count,  who  now  enters,  to  spare  the  life  of  her  lover, 
and  finally  in  desperation  offers  herself  to  him  for  this 
boon.  The  Count  agrees  to  sign  a  reprieve  on  these 
terms,  and  Leonora  furtively  drinks  poison  to  avoid 
becoming  his  victim. 

Scene  2  .  Within  the  Prison.  Azucena,  worn  and  ex- 
hausted, lies  upon  a  pallet  in  troubled  sleep.  Manrico 
watches  over  her,  awaiting  his  own  summons  to  the 
block.  The  door  opens  and  Leonora,  wild-eyed  and 
panting,  rushes  in  to  bid  him  save  himself.  He  at  once 
suspects  that  she  has  sold  herself  for  him,  but  sees  the 
whole  of  her  sacrifice  as  she  falls  dying.  The  Count 
arrives  to  find  his  triumph  short-lived,  and  in  a  rage 
orders  Manrico  at  once  to  execution.  Just  as  the  fatal 
blow  is  heard,  the  dying  Azucena  rises  on  one  elbow  to 
curse  Di  Luna  and  tell  him  he  has  slain  his  own  brother. 


LA   TBAVIATA 

{Lah  Trah-vee-ah'-tah) 

(The  Castaway.)  Lyric  Opera  in  Pour  Acts.  Music 
by  Giuseppe  Verdi.  Book  by  Francesco  M.  Piave, 
based  upon  *'La  Dame  Aux  Camellias"  (Camille),  by 
Alexandre  Dumas,  the  younger.  First  produced  at 
the  Fenice  Theatre,  Venice,  March  6,  1853. 

Scene:  Paris. 
Time:  1700. 

CAST 

ViOLETTA  Valery,  a  frivolous  woman  (Soprano). 
Flora  Beloix,  of  her  set  (Soprano). 
Annina,  a  servant  (Contralto). 
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Alfred  Germont,  a  young  Parisian  (Tenor). 
Germont  Senior,  his  father  (Baritone). 
Gaston  de  Letorieres,  a  Parisian  (Tenor). 
Baron  Douphal,  a  Parisian  (Baritone). 
Marquis  d^Orbigny,  a  Parisian  (Baritone). 
Dr.  Grenvil,  a  physician  (Basso). 
Joseph,  a  servant  (Baritone). 

Members  of  the  gay  set,  Servants,  etc. 

ARGUMENT 

**La  Traviata''  follows  closely  the  story  of  **Camille'' 
which  tells  of  the  awakening  of  a  pure  love  in  an  aban- 
doned woman's  heart.  Dumas 's  story  is  a  picture  of 
modern  Parisian  life;  but  the  Italian  libretto  harks 
back  to  the  days  of  Louis  XIV. 

Act  I 

Banquet  Boom  in  Yioletta^s  Paris  Mansion.  Violetta 
Valery,  one  of  the  most  beautiful  and  noted  of  the 
Parisian  demi-monde,  gives  a  supper  party  to  some  of 
her  set.  Her  latest  conquest,  Alfred  Germont,  is  pres- 
ent, and  finds  himself  taking  a  strange  interest  in  this 
talented  but  dissolute  woman.  He  questions  her  about 
her  past  life,  while  the  guests  make  merry  revel  in  this 
and  an  adjoining  ballroom.  The  woman  who  has  dallied 
with  love  all  her  life  finds  her  better  nature  awakened 
by  his  interest  and  sympathy,  and  agrees  to  leave  her 
folly  and  devote  herself  to  him  alone. 

Act  II 

A  Villa  near  Paris.  True  to  her  word,  Violetta  retires 
from  Paris  and  lives  quietly  but  happily  with  Alfred 
in  a  little  country  place.  Their  money  is  spent  freely 
and  carelessly,  and  from  time  to  time  Annita,  Violetta 's 
maid,  goes  to  Paris,  whence  she  returns  with  fresh  funds. 
Alfred  finally  learns  from  the  girl  that  she  has  been 
disposing  of  all  her  mistress's  property  piecemeal  in 
order  to  run  this  establishment.  For  the  first  time  Al- 
fred realizes  his  true  position,  and  rushes  off  to  the  city 
to  raise  funds  by  his  own  efforts.  While  he  is  gone  his 
father,  who  has  just  discovered  this  retreat,  arrives  to 
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■upbraid  Violetta  for  leading  on  his  son  in  a  spendthrift 
and  dissolute  life.  She  smiles  scornfully  at  this  charge ; 
but  when  Germont  goes  on  to  say  that  it  is  wrecking  the 
young  man's  chances  and  also  preventing  the  marriage 
of  his  sister,  she  begins  to  realize  that  perhaps  she  is 
standing  in  his  way.  She  finds  that  the  noblest  love  is 
unselfish  and  self-sacrificing,  and  she  proves  that  this 
is  the  quality  of  her  love  for  Alfred  by  promising  to  give 
him  up.  Penning  a  hasty  note  of  farewell,  she  returns 
to  her  old  life  in  the  city.  When  Alfred  returns,  he  pays 
no  heed  to  the  note  or  to  his  father's  explanations,  but 
hastens  back  to  the  city  with  rage  and  grief  in  his  heart. 

Act  III 

Flora's  Apartments.  Another  scene  of  revelry  is  at 
its  height  in  the  mansion  of  one  of  Violetta 's  friends, 
and  Violetta  herself  enters  upon  the  arm  of  Baron  Dou- 
phal.  Here  Alfred  finds  her.  He  begins  gambling  reck- 
lessly and  soon  wins  heavy  stakes  from  the  Baron.  Al- 
fred then  upbraids  Violetta  for  leaving  him,  and  implores 
her  to  return.  She  refuses,  though  giving  no  explanation 
of  her  apparent  faithlessness,  and  Alfred  in  anger  hurls 
his  winnings  at  her  feet,  calling  them  all  to  witness  that 
he  has  paid  her  in  full.  The  Baron  interposes,  and  the 
two  quarrel  and  challenge  each  other.  Alfred's  father 
now  arrives  and,  chiding  his  son  for  his  conduct,  leads 
him  away. 

Act  IV 

Violetta's  Bedchamber.  Violetta  has  long  suffered 
from  throat  trouble,  and  now  sinks  rapidly.  She  pines 
for  Alfred  but  will  not  send  for  him.  She  learns  through 
a  letter  from  his  father,  that  Alfred  and  the  Baron  have 
fought  a  duel  and  the  latter  is  wounded.  Presently 
Annita  brings  the  joyful  tidings  that  Alfred  is  coming 
to  visit  her.  He  has  learned  of  her  sacrifice.  The  two 
meet  and  are  reconciled,  promising  never  to  part  again. 
But  death  has  already  laid  hold  of  the  girl.  She  grows 
weaker.  The  doctor  returns  with  Germont  the  elder, 
who  also  realizes  her  true  spirit.  The  little  group  stand 
sorrowfully  by  her  bedside  as  she  breathes  her  last. 

( 
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THE  MASKED   BALL 

(Tin  BaUo  in  Maschera.)  Tragic  Opera  in  Three  Acts. 
Music  by  Verdi.  Book  by  Somma,  based  on  Scribe  *s 
libretto  for  an  opera  by  Auber.  First  produced  at 
the  Apollo  Theatre,  Rome,  February  17,  1859. 

Scene:  Naples. 

Time  :  The  Eighteenth  Century. 

CAST 

RiccARDO,  Duke  of  Olivares  and  Governor  of 

Naples  (Tenor). 
Amelia  (Soprano). 
Renato,  secretary  to  the  Governor  and  hushand 

of  Amelia  (Baritone). 

Srso  !^«~  of  '^^  Governor  \  {^-0). 
Silvan,  a  sailor  (Soprano). 
Edgabdo,  a  page  (Soprano). 
Ulrica,  a  negress  astrologer  (Contralto). 
A  Judge,  a  Servant  of  Amelia,  Populace, 
Guards,  etc..  Conspirators,  Maskers, 
and  Dancers. 

ARGUMENT 

For  political  reasons,  the  scene  of  this  opera  was  first 
laid  in  Boston,  but  with  these  reasons  removed,  the  scene 
shifts  more  logically  back  to  Italy,  as  librettist  and  com- 
poser originally  intended. 

Act  I 

Scene  1.  Reception  Hall  in  the  Governor's  House. 
Riccardo,  the  Governor,  is  popular  with  the  people,  but 
detested  by  the  nobility,  who  plan  to  get  rid  of  him. 
When  the  action  begins,  the  Governor  is  giving  a  public 
audience.  He  is  shown  a  list  of  guests  to  be  invited  to 
a  masked  ball;  and  notes  with  satisfaction  the  name  of 
Amelia,  who  is  the  wife  of  his  secretary.     During  the 
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audience,  a  judge  is  announced,  who  brings  in  for  sig- 
nature a  warrant  against  an  aged  negress,  who  is  said 
to  be  a  sorceress. 

Scene  2.  Ulrica's  Rut,  Before  signing  a  decree  of 
banishment  against  the  negress,  Ulrica,  the  Governor 
decides  to  pay  her  a  secret  visit  and  test  her  powers 
of  divination.  He  goes  in  disguise,  followed  by  two  of 
his  enemies,  Samuel  and  Tommaso.  Unknown  to  him, 
Amelia  has  also  come  on  a  visit,  and,  concealed  behind 
a  curtain,  he  hears  her  confess  to  the  fortune-teller  her 
sinful  love  for  himself,  and  implore  aid  to  conquer  it. 
The  sybil  tells  her  to  pluck  a  magic  herb  which  grows 
beneath  the  gallows  tree.  Amelia  shudders  but  consents. 
Riccardo  is  secretly  overjoyed  at  her  confession,  and 
resolves  to  protect  her  on  her  quest.  After  she  departs 
he  asks  to  have  his  own  fortune  told.  Ulrica  predicts 
that  he  will  be  slain  by  a  friend — the  first  one  that  shall 
shake  him  by  the  hand.  At  this  moment  his  faithful 
secretary,  Renato,  enters  and  thus  greets  him.  Riccardo 
laughs  at  the  prophecy. 

Act  II 

Midnight,  beside  the  Gallows.  Amelia,  deeply  veiled, 
comes  to  pluck  the  magic  herb.  The  Governor  arrives 
to  protect  her.  Amelia  is  unable  to  conceal  her  love  for 
him.  But  during  their  rendezvous  a  third  approaches. 
It  is  Renato.  Concern  for  his  master  has  called  him  to 
the  spot.  The  conspirators  also  are  lying  in  wait  nearby. 
Riccardo  exacts  from  Renato  a  promise  to  escort  back 
to  the  city  the  veiled  lady,  without  making  an  attempt 
to  learn  who  she  is,  while  he  himself  returns  by  another 
path.  Renato  and  his  companion  fall  into  the  hands  of 
the  conspirators.  The  latter  do  not  harm  the  secretary, 
but  want  at  least  to  learn  who  the  Governor 's  sweetheart 
is.  They  lift  the  veil  and  Renato  sees  his  own  wife. 
Rage  seizes  him,  and  he  bids  the  leaders  of  the  conspir- 
acy meet  him  at  his  house  the  following  morning. 
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Act  III 

Scene  1,  Boom  in  Benato's  House,  Believing  his 
wife  guilty,  Renato  bids  her  prepare  for  death.  He 
listens  to  her  pleas  and  allows  her  to  tell  her  little 
son  farewell.  He  finally  determines  not  to  slay  her,  but 
to  wreak  vengeance  instead  upon  Riccardo.  During  her 
brief  absence  the  conspirators  arrive,  and  they  decide 
that  the  slayer  of  Riccardo  shall  be  determined  by  lot. 
On  Amelia's  return  she  is  instructed  to  draw  a  name 
from  among  others  in  an  urn.  Not  knowing  its  purport, 
she  draws  her  husband's  name. 

Scene  2.  A  Ballroom  in  the  Palace.  Riccardo  does 
not  know  of  this  new  danger  which  threatens  him.  He 
invites  his  secretary  and  former  friend  to  the  ball.  He 
has  also  determined  to  send  Renato  and  his  wife  abroad 
on  a  diplomatic  mission,  and  thus  remove  temptation 
from  his  own  path.  He  informs  Amelia  of  this  purpose, 
but  while  they  talk,  Renato  again  surprises  them  and 
plunges  his  dagger  in  the  Governor's  breast.  With  his 
dying  breath  the  latter  pardons  his  misguided  friend, 
assures  him  of  his  wife's  innocence,  and  tells  him  of 
the  plan  which  had  already  been  evolved  to  clear  the 
painful  situation. 


LA   FORZA   BEL   DE8TIN0 

{Lah  Fort-zah  del  Des-tee'-nof 

(The  Force  of  Destiny.)  Tragic  Opera  in  Four  Acts. 
Music  by  Verdi.  Book  by  Francesco  M.  Piave,  based 
on  the  play  ''Don  Alvaro,"  by  the  Duke  of  Rivas. 
First  produced  at  St.  Petersburg,  November  10,  1862. 

Scene:  Spain  and  Italy. 

Time:    End  of  the  Eighteenth  Century. 

CAST 

The  Marquis  of  Calatrava  (Basso). 
Donna  Leonora,  his  daughter  (Soprano). 
Don  Carlos  di  Vargas,  his  son  (Baritone). 
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Don  Alvaro,  a  gallant  (Tenor). 

Preziosilla^  a  gipsy  maiden  (Soprano). 

Padre  Guardiano)  _,         .  _  .       (   (Baritone). 

Fra  Melitone       \Franciscan  Friars  ^   (Baritone). 

CuRRA,  maid  to  Leonora  (Contralto). 
Mastro  Trabuco,  a  peddler  (Baritone). 
A  Magistrate,  a  Surgeon,  Muleteers,  Peasants, 
Soldiers,  Friars,  etc. 

ARGUMENT 

A  tragedy  of  involved  plot,  in  which  the  motifs  of 
deception,  revenge,  and  magnanimity  alternate.  They 
are  illustrated  by  a  musical  setting  of  great  flexibility. 

Act  I 

Home  of  the  Marquis,  Seville.  Leonora,  the  dearly 
beloved  daughter  of  the  Marquis  of  Calatrava,  has  hid- 
den from  her  father  the  fact  that  she  has  a  lover,  Don 
Alvaro.  Knowing  that  her  father  will  not  consent  to 
their  nuptials,  because  Alvaro  is  suspected  of  being  of 
mixed  blood,  she  agrees  to  elope  with  her  knight.  But 
just  at  the  moment  when  the  couple  are  escaping,  the 
Marquis  enters.  A  stormy  scene  ensues,  and  he  is  slain 
by  the  accidental  discharge  of  Alvaro 's  pistol. 

Act  II 

Scene  1.  A  Tillage  Inn.  Leonora  dons  male  attire 
and  stops  at  a  village  inn  on  her  way  to  the  mountains, 
whither  she  is  fleeing.  Her  brother,  Don  Carlos,  has 
sworn  to  avenge  his  father's  death,  and  to  hunt  the  wide 
world  over  until  he  finds  the  guilty  pair. 

Scene  2.  Exterior  of  a  Cloister.  Leonora  finally 
reaches  a  secluded  church  and,  still  in  male  disguise, 
becomes  a  recluse.  She  is  protected  by  Father  Guardi- 
ano, to  whom  she  tells  her  story. 

Act  III 

A  Wood  in  Italy,  near  Velletri.  Don  Carlos  and  Don 
Alvaro,  under  assumed  names  and  unknown  to  each 
other,  are  serving  in  Italy.     The  former  is  saved  from 
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assassination  by  the  latter,  and  they  vow  a  lasting  friend- 
ship. Soon  after  this  Alvaro  is  wounded  in  battle,  and 
Carlos  discovers,  from  a  portrait  of  Leonora  in  his 
friend's  possession,  that  he  is  none  other  than  his  sis- 
ter's lover,  and  the  slayer  of  his  father.  They  fight, 
but  are  separated  by  soldiers.  Alvaro  announces  his 
intention  of  entering  a  monastery. 

Act  IV 

A  Monastery,  As  Father  Eaffaello,  Alvaro  enters  a 
monastery  near  the  cloister  wherein  Leonora  dwells. 
Don  Carlos,  however,  follows  him  and  again  compels 
him  to  draw  his  sword.  Carlos  falls,  this  time  mortally 
wounded.  Leonora  enters  at  this  moment,  and  the  three 
recognize  each  other.  The  dying  man  asks  his  sister  to 
embrace  him  ere  he  expires,  and  seizes  this  opportunity 
to  stab  her.  Leonora  pardons  Alvaro  with  her  last 
breath,  and  he  falls  weeping  and  penitent  at  her  feet. 

(In  another  version  of  this  opera,  a  final  scene  is  ap- 
pended, in  which  Alvaro  casts  himself  from  a  precipice.) 


DON  CARLOS 

Tragic  Opera  in  Pour  Acts.  Music  by  Verdi.  Book  by 
Mery  and  Du  Locle,  after  the  tragedy  by  Schiller. 
First  produced  at  the  Grand  Opera,  Paris,  March  11, 
1867. 

Scene:  Spain. 

Time  :  The  Sixteenth  Century. 

CAST 

Philip  II  of  Spain  (Basso). 

Don  Carlos,  his  son  (Tenor). 

RoDRiGO,  Marquis  de  Posa  (Baritone). 

Grand  Inquisitor  (Basso). 

Elizabeth  de  Valois,  the  Queen;  also  step* 

mother  of  Don  Carlos  (Soprano). 
Princess  Eboli  (Soprano). 
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ARGUMENT 

Act  I 

Convent  of  St.  Just.  Don  Carlos,  the  heir  apparent 
to  the  Spanish  throne,  has  long  been  enamored  of  Eliz- 
abeth de  Valois;  but  for  reasons  of  state  her  hand  is 
bestowed  upon  Don  Carlos 's  father.  King  Philip.  "While 
the  Prince  is  bewailing  his  hopeless  passion,  his  friend 
Rodrigo  counsels  him  to  be  prudent  and  seek  solace  in 
a  foreign  country.  He  resolves  to  go  on  a  mission  to 
Flanders,  but  in  an  interview  with  the  Queen  he  again 
breaks  down  and  declares  his  love.  Elizabeth  reproaches 
him.  The  King  enters  and  misunderstands  the  situation. 
He  charges  Rodrigo,  his  favorite,  to  keep  a  watch  over 
the  Queen. 

Act  II 

Royal  Gardens  of  Madrid.  In  a  masked  fete,  Don 
Carlos  sees  a  lady  whom  he  mistakes  for  the  Queen,  and 
pours  out  his  tale  of  love  again.  The  lady,  however, 
proves  to  be  the  Princess  Eboli,  who  has  been  secretly 
in  love  with  the  Prince,  and  she  now  turns  her  thoughts 
to  revenge.  She  gets  possession  of  a  casket  from  the 
Queen,  containing  the  Prince's  portrait,  and  shows  it 
to  the  King.  The  latter  finds  a  pretext,  in  the  religious 
wars,  to  throw  his  son  into  prison. 

Act  III 

Scene  1.  The  Queen's  Apartment.  Elizabeth  searches 
for  her  casket,  and  is  accused  of  infidelity  by  the  King. 
She  is  at  a  loss  to  explain  matters  until  the  Princess 
Eboli  comes  to  her  rescue  and  confesses  her  share  in  the 
intrigue.  The  Queen's  innocence  is  proven,  and  the 
Princess  is  banished  from  court. 

Scene  2.  A  Prison  Cell.  While  the  Prince  languishes 
in  prison,  he  is  visited  by  his  friend  Rodrigo,  who  had 
taken  his  sword  away  from  him  on  his  arrest.  Rodrigo 
tells  Don  Carlos  that  this  measure  was  for  the  Prince's 
protection.  Meanwhile  he  himself  has  taken  the  blame 
for  the  uprising  in  Flanders,  and  soon  pays  the  penalty 
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for  this  pious  fraud.  He  is  shot  by  order  of  the  King. 
When  the  latter  comes  to  the  prison  to  return  his  sword 
to  Don  Carlos,  the  latter  turns  from  him,  and  tells  him 
he  has  put  an  innocent  man  to  death. 

Act  IV 

Convent  of  St.  Just.  Once  again  the  Prince  seeks  an 
interview  with  Elizabeth,  and  again  she  meets  him,  but 
actuated  only  by  lofty  motives.  The  jealous  King  again 
surprises  them,  and,  yielding  to  the  counsel  of  the  Grand 
Inquisitor,  he  consigns  his  son  to  the  tender  mercies  of 
the  Inquisition. 

AIDA 

(Ah-ee'-dah) 

Romantic  Opera  in  Four  Acts.  Music  by  Giuseppe 
Verdi.  Book  by  Antonio  Ghislanzoni,  from  the  French 
of  Camille  du  Locle.  Written  for  the  Khedive  of 
Egypt,  and  first  produced  at  Cairo,  December  24, 1871. 

Scene:  Memphis  and  Thebes. 
Time:  Rule  of  the  Pharaohs. 

CAST 

The  King  of  Egypt  (Basso). 
Amneris,  his  daughter  (Contralto). 
Rhadames,  a  General  (Tenor). 
Ramfis,  the  High  Priest  (Basso). 
Amonasro,  the  King  of  Ethiopia  (Baritone). 
AiDA,  his  daughter f  a  slave  (Soprano). 
Soldiers,  Courtiers,  Citizens,  Tire-women, 
Dancers,  etc. 

ARGUMENT 

*'Aida''  is  considered  Verdi's  masterpiece,  and  one  of 
the  most  brilliant  of  all  operas.  It  has  remained  contin- 
uously in  favor  wdth  the  public.  The  story,  which  is 
full  of  color,  has  an  ancient  Egyptian  setting,  being  a 
romance  woven  around  a  beautiful  slave  girl,  who  later 
proves  to  be  the  daughter  of  a  rival  king. 
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Act  I 

Scene  1.  Interior  of  the  Egyptian  King^s  Palace,  at 
Memphis.  The  High  Priest,  Ramfis,  delights  the  war- 
rior Rhadames,  by  informing  him  that  Isis,  the  goddess, 
has  decreed  that  he  shall  lead  the  army  against  the  war- 
ring Ethiopians.  Rhadames  is  madly  in  love  with  Aida, 
the  slave,  and  sees  in  this  prospective  victory  an  oppor- 
tunity to  obtain  her  from  the  King  as  his  bride.  But 
Amneris,  the  King 's  daughter,  who  now  enters,  has  long 
loved  the  young  soldier.  As  he  is  cold  to  her,  she  begins 
to  suspect  the  truth,  and  she  jealously  watches  Rha- 
dames and  Aida,  when  the  slave  appears.  The  King  and 
his  court  enter,  and  Rhadames  is  formally  invested  with 
the  command  against  the  Ethiopians,  who  have  advanced 
upon  Thebes.  All  rejoice  except  Aida,  who  knows  se- 
cretly that  her  lover  is  to  meet  her  father,  the  rival  king, 
in  battle. 

Scene  2.  The  Temple  of  Ptah.  Ptah  is  the  war-god 
of  Egypt,  and  this  short  scene  is  occupied  with  the  con- 
secration of  the  arms  of  Rhadames. 

Act  II 

Scene  1.  The  Apartments  of  Amneris.  The  Princess 
has  heard  that  Rhadames  is  returning  victorious  from 
war,  and,  desirous  of  winning  him  by  her  charms,  she 
orders  her  women  to  deck  her  in  her  finest.  Aida  enters, 
and  Amneris  tricks  her  into  revealing  her  love  for  the 
General  by  falsely  announcing  that  he  has  fallen  in 
battle.  When  Aida's  grief  betrays  her  secret,  Amneris 
scorns  her. 

Scene  2.  The  Entrance  to  Thehes.  Pharaoh  summons 
his  whole  glittering  court  to  do  honor  to  his  conquering 
General.  The  troops  enter  in  formal  review,  and  Rha- 
dames is  borne  in,  in  triumph,  on  the  shoulders  of  slaves. 
The  Princess  crowns  him,  and  the  King  asks  him  to 
name  his  own  reward.  The  captives  of  war  are  brought 
forward,  and  the  populace  demand  that  they  be  put  to 
death.  Aida  recognizes  the  conquered  King  as  her  father, 
but  he  conceals  his  true  rank.  Rhadames  now  asks  as 
his  boon,  that  the  lives  of  the  captives  may  be  spared. 
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The  King  grants  his  request,  and  in  addition  bestows 
his  daughter's  hand  upon  him  and  proclaims  him  heir 
to  the  throne. 

Act  III 

A  Night  Scene  on  the  Nile.  Amneris,  accompanied 
by  the  High  Priest,  goes  to  pay  her  vows  to  Isis,  on  the 
evening  before  her  marriage.  Aida  follows  secretly,  to 
meet  Rhadames  for  the  last  time.  Her  father  finds  her 
there  and  urges  her  to  betray  to  him  the  movement  of 
the  Egyptian  army,  but  she  will  not  do  so.  Amonasro 
hides,  on  the  approach  of  Rhadames,  and  from  the  lat- 
ter's  conversation  with  Aida  learns  that  which  he  wishes 
to  know.  The  captive  King  now  plays  a  bold  stroke  by 
presenting  himself  to  Rhadames  in  his  true  rank,  and 
urging  him  to  take  sides  with  Ethiopia.  Aida's  hand 
is  pledged  by  way  of  reward.  Rhadames  will  not  yield 
to  the  temptation,  and  while  they  parley  Amneris  comes 
from  the  Temple  to  denounce  them.  Rhadames  urges 
the  father  and  daughter  to  flee,  but  himself  remains  to 
submit  to  the  guards  of  Ramfis. 

Act  IV 

Scene  1,  Corridor  in  the  Palace.  Amneris  has  re- 
pented her  action  against  Rhadames,  and  now  seeks  to 
save  him.  She  tells  him  that  Aida's  father  was  killed 
in  the  flight,  but  that  Aida  herself  still  lives.  If  Rha- 
dames will  renounce  her,  Amneris  says  that  she  will  ob- 
tain the  pardon  of  Pharaoh.  Rhadames  refuses,  and  the 
enraged  Princess  tells  him  to  go  to  his  doom.  But  when 
the  tribunal  of  priests  decree  that  the  soldier  shall  be 
entombed  alive,  as  the  penalty  of  his  supposed  treason, 
Amneris  turns  upon  them  in  redoubled  fury. 

Scene  2.  Interior  of  the  Temple,  showing  the  crypt 
helow.  While  the  priests  and  priestesses  perform  the 
ceremonial  temple  service  above,  Rhadames  is  seen  in  the 
shadowy  vault,  resigning  himself  to  death.  Aida  now 
steals  to  his  side.  She  has  come  to  die  with  him.  They 
sing  together  a  last  farewell  to  life  and  love,  and  perish 
in  each  other ^s  arms;  while  above  them  the  penitent 
Princess  kneels  in  prayer. 
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OTHELLO 

(O-theV-lo) 

Music  Drama  in  Four  Acts.  Music  by  Giuseppe  Verdi. 
Book  by  Arrigo  Boito,  after  the  play  by  Shakespeare. 
First  produced  at  La  Scala  Theatre,  Milan,  February 
5,  1887. 

Scene:  Cyprus. 

Time:  The  Fifteenth  Century. 

CAST 

Othello,  a  Moorish  general  in  the  service  of 

Venice  (Tenor). 
Desdemona,  his  wife  (Soprano). 
Iago,  lieutenant  to  Othello  (Baritone). 
Emilia,  his  wife  (Contralto). 
Cassius,  lieutenant  to  Othello  (Tenor). 

KoDERiGol    Yenetian  aentlemen     \    (Tenor). 
LoDovicoJ     ^^^^enansrenweme?!    |   (Basso). 

MoNTANO,  former  governor  of  Cyprus   (Basso). 
Soldiers,  Sailors,  Citizens,  Servants. 

ARGUMENT 

The  story  of  ''Othello'*  closely  follows  Shakespeare's 
play  of  the  same  name,  except  that  it  omits  the  first  act 
of  the  play  dealing  with  Desdemona 's  courtship  and 
marriage.  ^^^  j 

Open  Square  at  Cyprus.  Othello,  a  noble  Moor  in  the 
service  of  the  Venetian  state,  has  won  the  heart  of  Des- 
demona, a  high-born  Venetian  lady,  and  has  brought  her 
with  him  on  his  expedition  to  Cyprus.  The  people  wel- 
come their  arrival.  Othello  appoints  Cassius  as  his  first 
lieutenant  in  command,  which  act  enrages  lago  against 
them  both.  lago  is  the  servant  and  confidant  of  the 
general  and  had  hoped  to  win  this  place  for  himself. 
His  scheming  mind  now  sets  on  foot  far-reaching  plans 
of  revenge.  He  succeeds  in  his  first  purpose  of  getting 
Cassius  drunk  and  embroiled  in  a  quarrel  with  Montano, 
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the  retiring  governor.  Othello  enters  at  this  moment — 
as  lago  hoped  he  would — and  punishes  Cassius  by  de- 
priving him  of  the  command. 

Act  II 

A  Room  in  the  Palace.  lago  next  endeavors  to  poison 
the  mind  of  Othello  against  his  lovely  and  virtuous  wife. 
At  first  lago  carefully  drops  hints  and  innuendoes,  some 
of  which,  however,  stick.  He  now  makes  use  of  Cassius 
as  a  pawn  in  this  game,  pretending  friendship  for  him, 
and  urging  him  to  ask  Desdemona  to  sue  for  his  pardon 
and  reinstatement.  Cassius  does  so,  and  lago  makes 
capital  of  this  with  the  Moor.  Othello  finally  becomes 
so  suspicious  that  when  his  wife  comes  to  sue  for  the 
lieutenant,  he  can  see  in  this  only  evidences  of  her  guilt. 
He  rebuffs  her  angrily.  Her  handkerchief  has  fallen, 
and  Emilia,  lago 's  wife,  picks  it  up ;  but  lago  snatches 
it  from  her  and  keeps  it  to  bolster  up  his  flimsy  chain 
of  evidence.  When  alone  with  the  Moor,  he  boldly 
charges  Cassius  with  having  had  improper  relations  with 
Desdemona,  and  states  that  she  has  given  her  lover  a 
handkerchief  which  will  be  found  on  his  person.  Othello 
vows  vengeance  against  the  pair. 

Act  III 

A  Room  in  the  Palace.  Desdemona  again  intercedes 
for  Cassius,  but  her  very  innocence  leads  to  her  undoing. 
Othello  sees  in  it  only  further  confirmation  of  his  sus- 
picions. Cassius  is  now  led  in  by  lago.  Othello  conceals 
himself,  and  lago  gives  the  harmless  conversation  such 
a  turn  as  to  make  it  appear  in  line  with  his  accusations. 
The  handkerchief  is,  of  course,  found  as  lago  predicted 
and  arranged.  Othello  bursts  into  a  torrent  of  rage, 
after  Cassius  leaves,  and  is  only  prevented  from  harming 
his  wife  by  the  arrival  of  an  embassy  from  Venice.  It 
brings  the  news  that  he  is  deposed  as  governor,  and 
Cassius  has  been  appointed  in  his  place.  When  they 
depart,  Othello  commands  lago  to  slay  Cassius,  and  is 
himself  wrought  up  to  such  a  fury  that  he  falls  upon 
the  floor.    lagD  regards  him  with  a  sneer. 
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Act  IV 

Desdemona^s  Bedchamber.  Desdemona  sits  weeping 
with  Emilia.  All  her  actions  have  been  misjudged  and 
she  is  in  terror  of  her  life.  She  dismisses  her  maid, 
prays,  and  retires.  Othello  enters  and  roughly  bids  her 
prepare  to  die.  She  pleads,  but  he  is  obdurate.  Ho 
suffocates  her.  Emilia  rushes  in,  but  too  late  to  save  her 
mistress's  life.  She  alarms  the  palace  and  then  reveals 
to  Othello  the  whole  extent  of  lago's  infamy,  stating 
that  he  had  obtained  the  handkerchief  from  her.  Othello, 
too  late,  sees  the  truth,  and  overcome  with  remorse, 
stabs  himself,  falling  by  the  bed  of  the  slain  Desdemona. 


FALSTAFF 

{FaV -staff) 

Comic  Opera  in  Three  Acts.  Music  by  Giuseppe  Verdi. 
Book  by  Arrigo  Boito,  after  ''The  Merry  "Wives  of 
Windsor,"  by  Shakespeare.  First  produced  at  the 
Teatro  Alia  Scala,  Milan  March  12,  1893. 

Scene:  Windsor. 

Time:  The  Fifteenth  Century. 

CAST 

Sir  John  Falstaff,  a  soldier  of  fortune  (Baritone). 
Ford,  a  citizen  of  Windsor  (Baritone). 
Mistress  Alice  Ford,  Ms  wife  (Soprano). 
Anne  Ford,  their  daughter  (Soprano). 
Mistress  Page  (Soprano). 
Mistress  Quickly  (Contralto). 
Fenton,  suitor  of  Anne  (Tenor). 
Dr.  Caius,  a  citizen  (Tenor). 

KoBiN,  a  page. 

Innkeeper,  Townspeople,  Servants,  etc. 


284  GIUSEPPE   VERDI 


ARGUMENT    ^ 

Shakespeare's  comedy  has  been  closely  followed  for 
the  plot  of  **Falstaff,"  which  deals  with  the  misadven- 
tures in  love  of  this  fat  knight. 

Act  I 

Scene  1»  A  Boom  at  the  Garter  Inn.  Falstaff,  the 
doughty  knight  whose  prowess  has  been  tested  on  the 
battle-field  (if  his  own  word  is  to  be  believed),  decides 
to  try  his  skill  in  the  lists  of  love.  He  therefore  pre- 
pares two  billets-doux  for  estimable  wives  of  Windsor, 
and  since  his  followers,  Bardolph  and  Pistol,  balk  at 
taking  them,  he  sends  them  by  a  page.  He  also  quarrels 
with  Dr.  Caius,  who  complains  of  being  robbed  by  Bar- 
dolph and  Pistol. 

Scene  2.  Ford 's  Garden.  Mistress  Ford  and  Mistress 
Page,  the  ladies  who  have  received  the  epistles,  meet  and 
compare  them,  and  with  Mistress  Quickly  plan  to  re- 
venge themselves  upon  the  sender.  Bardolph  and  Pistol 
confuse  their  plans  by  informing  Ford  of  the  affair. 
The  latter  is  to  meet  Falstaff  in  disguise.  Meanwhile, 
a  plot  of  a  different  sort  is  afoot.  Ford  has  planned  to 
have  his  daughter  Anne  marry  Caius,  but  she  is  in  love 
with  Fenton,  who  meets  her  clandestinely. 

Act  II 

Scene  1.  The  Garter  Inn.  Dame  Quickly  comes  to 
the  inn  to  give  Falstaff  a  note  from  Mistress  Ford, 
apparently  yielding  to  his  wishes  and  making  an  appoint- 
ment for  that  afternoon.  After  she  departs.  Ford  is 
introduced  under  the  name  of  Fountain,  who  pretends 
that  he  is  a  stranger  seeking  the  love  of  Mistress  Ford. 
Falstaff  readily  agrees  to  help  him,  and  states  compla- 
cently that  he  has  an  engagement  with  that  lady  for 
this  very  day.  Ford  has  heard  nothing  of  the  women's 
plot,  and  is  both  astounded  and  jealous,  but  dissembles 
his  feelings. 

Scene  2.  Room  in  Ford*s  House.  Falstaff  arrives  at 
Mistress  Ford's  and  at  once  begins  to  make  ardent  pro- 
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testations  of  love.  At  this  moment,  Dame  Quickly  bustles 
in  to  say  that  Ford  and  his  friends  are  at  hand.  The 
fat  knight  is  hastily  thrust  behind  a  screen,  and  a  little 
later,  when  the  search  begins  in  earnest,  he  is  persuaded 
to  hide  in  a  basket  of  soiled  linen.  Meanwhile,  Fenton 
and  Anne  take  refuge  behind  the  screen  for  a  little 
love-making  on  their  own  account.  Ford  returns  and 
thinks  he  has  discovered  the  villain  behind  the  screen, 
and  is  greatly  disgusted  when  the  young  lovers  come  to 
view.  While  the  search  proceeds,  Falstaff  is  nearly 
suffocated  in  the  basket.  The  women,  ostensibly  to 
rescue  him,  have  the  basket  conveyed  to  the  river  brink 
and  its  entire  contents  dumped  into  the  water. 

Act  III 

Scene  1.  The  Garter  Inn.  Dame  Quickly  again  visits 
the  crestfallen  knight  to  express  her  sorrow  and  to  make 
a  new  appointment.  The  knight  again  falls  into  the 
trap.  Mistress  Ford  explains  the  whole  hoax  to  her 
husband,  and  he  promises  to  aid  them  this  time.  Dr. 
Caius  is  again  promised  Anne 's  hand,  and  Dame  Quickly, 
who  learns  of  it,  runs  to  warn  the  lovers. 

Scene  2,  Windsor  Park.  Fenton  is  aided  by  the 
women,  who  disguise  him  as  a  monk.  Falstaff  again 
meets  Mistress  Ford,  but  is  interrupted  by  a  crowd  dis- 
guised as  witches,  elves,  and  fairies,  who  belabor  the 
knight  soundly.  He  begs  for  mercy  and,  at  his  promise 
of  good  behavior.  Ford  pardons  him.  Meanwhile,  Dr. 
Caius  finds  that  he  has  captured  the  wrong  person,  and 
Anne,  for  whom  he  has  sought,  enters  with  Fenton. 
Ford  is  persuaded  to  relent  and  unite  the  two  lovers. 


RICHARD  WAGNER 

This  foremost  German  composer,  who  created  a  school 
all  his  own,  was  born  at  Leipsic,  May  22,  1813.  When 
eight  years  of  age  he  had  acquired  a  passable  knowledge 
of  the  pianoforte;  and  as  a  schoolboy  he  was  fond  of 
versifying — Shakespeare  being  his  grand  passion.  At 
the  age  of  twenty  Wagner  began  his  career  as  a  profes- 
sional musician,  becoming  chorus-master  at  the  Wurz- 
burg  Theatre.  Here  he  wrote  his  first  opera,  ''The 
Fairies,"  which,  however,  was  not  produced  until  after 
his  death.  His  next  engagements  were  Konigsberg  and 
Riga,  and  in  the  latter  city  he  began  work  on  his  first 
great  success,  ''Rienzi,"  which  was  produced  in  Dres- 
den (1842).  Not  long  thereafter  the  composer  was  ap- 
pointed one  of  the  conductors  of  the  Dresden  Royal 
Opera.  ''Rienzi"  was  followed  by  ''The  Flying  Dutch- 
man'' (1843);  "Tannhauser"  (1845);  "Lohengrin" 
(1850)  ;  the  "Nibelung"  dramas;  "Tristan  and  Isolde," 
and  "Die  Meistersinger. "  Political  and  other  troubles 
prevented  Wagner  from  producing  some  of  the  later 
operas  at  the  time  when  written.  In  fact,  so  different 
was  his  music  from  the  accepted  types,  that  his  life  was 
a  crusade.  His  work  is  remarkable  also  from  the  fact 
that  he  wrote  his  own  librettos,  which  reveal  a  dramatic 
skill  and  imagination  of  high  order.  His  final  opera  was 
"Parsifal"  (1882).  Wagner  died  in  Venice,  February 
13,  1883. 

RIENZI 

(Ree-en'-zee) 

Grand  Opera,  in  Five  Acts.  Words  and  Music  by  Wag- 
ner, after  the  historical  novel,  "Rienzi,  the  Last  of 
the  Tribunes,"  by  Bulwer-Lytton.  First  produced  at 
the  Dresden  Opera  House,  October  20,  1842. 

Scene:  Rome. 

Time:  The  Fourteenth  Century. 
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CAST 


Cola  Rienzi,  Roman  Tribune  and  Papal  Notary 

(Tenor). 
Irene,  his  sister  (Soprano). 
Steffano  Colonna  (Basso). 
Adriano,  his  son  (Mezzo-Soprano). 
Paolo  Orsino  (Basso). 
Raimondo,  Papal  Legate  (Basso). 
Baroncello  1  t^  ...         (Tenor. 

Cecco  del  VecchioJ^^^^^  c^f^06tls  jg^gg^ 

Messenger  of  Peace  (Soprano). 
Ambassadors,  Nobles,   Priests,   Monks,   Sol- 
diers, Messengers,  and  Populace  in  General 

ARGUMENT 

This  first  opera  of  Wagner's,  and  one  which  he  him- 
self later  turned  his  back  upon,  is  yet  a  work  of  great 
force  and  beauty.    Its  theme  is  semi-historical. 

Act  I 

A  Street  in  Rome.  Rienzi,  a  notary  of  lofty  ideals, 
cherishes  the  hope  of  one  day  freeing  his  beloved  city 
from  the  power  of  the  insolent  nobles.  His  anger  against 
that  party  is  heightened  by  an  attempted  abduction  of 
his  sister  Irene  by  Orsino,  a  patrician.  Orsino  is  foiled 
by  Adriano,  son  of  Colonna,  another  patrician,  and  of 
a  family  w^hich  has  already  wronged  Rienzi 's  house. 
Adriano,  however,  is  in  love  with  Irene.  During  the 
tumult,  Rienzi  appears  upon  the  scene,  and  urges  the 
people  to  take  up  arms  against  the  nobility.  His  cause 
is  espoused  by  the  Church,  and  is  successful.  The  nobles 
are  driven  into  flight. 

Act  II 

The  Capitol.  Rienzi  is  created  Tribune,  and  the  nobles 
are  forced  to  pledge  their  allegiance.     They  secretly  '^ 

despise  him,  and  Orsino,  one  of  their  party,  tries  to 
stab  Rienzi.  The  latter 's  coat  of  mail  thwarts  the  blow. 
The  nobles  who  have  taken  part  in  this  plot  are  con- 
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demned  to  death,  but  Adriano,  who  belongs  to  the  Trib- 
une's  party,  pleads  for  them,  and  Irene  joins  in  his 
petition.    They  are  pardoned. 

Act  III 

A  Public  Square.  The  nobles,  far  from  experiencing 
a  change  of  heart,  are  stirred  on  to  fresh  excesses.  Al- 
though Rienzi  is  again  victorious  over  them,  it  is  at 
heavy  loss  of  his  own  men.  Adriano  feels  compelled 
to  turn  against  the  Tribune  and  side  with  his  own 
family. 

Act  IV 

A  Public  Square.  Adriano  denounces  Rienzi  as  a 
traitor.  The  credulous  people  begin  to  fall  away  from 
him.  Irene  alone  clings  to  her  brother,  and  scornfully 
repulses  her  lover  when  he  tries  to  draw  her  from 
Rienzi 's  side.  When  the  Tribune  presents  himself  at 
the  doors  of  the  cathedral,  he  is  met  with  a  ban  of  ex- 
communication, instead  of  a  blessing. 

Act  V 

The  Capitol.  The  Tribune  is  now  in  danger  of  his 
life.  Adriano,  seeing  this,  once  more  visits  Irene  to 
urge  her  and  her  brother  to  seek  refuge  in  flight.  But 
they  will  not  do  so.  Rienzi  appears  on  a  portico  to 
make  one  last  appeal  to  the  populace.  The  mob  fires 
the  building  with  torches,  and  hurls  stones  at  Rienzi 
and  his  sister.  When  Adriano  sees  that  they  are  doomed 
to  death,  he  rushes  into  the  blazing  building,  to  perish 
with  them. 


THE  FLYING   DUTCHMAN 

(Der  Fliegender  Hollander.)  Romantic  Opera  in  Three 
Acts.  Music  by  Richard  Wagner.  Book  by  the  Com- 
poser, after  Heine's  version  of  the  legend.  First  pro- 
duced at  Dresden,  January  2,  1843.. 

Scene:  A  Norwegian  Fishing  Village. 
Time:  The  Eighteenth  Century. 
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CAST 

A  Dutch  Sea  Captain  (Baritone). 
Daland,  a  Norse  Sea  Captain  (Basso). 
Senta,  his  daughter  (Soprano). 
Maey,  her  servant  (Contralto). 
Eric,  a  huntsman  (Tenor). 
Daland 's  Steersman  (Tenor). 
Chorus  of  Maidens,  Seamen,  Villagers,  etc. 

ARGUMENT 

The  legend  of  **The  Flying  Dutchman,'*  condemned 
to  sail  the  high  seas  for  many  centuries,  finds  a  worthy 
musical  and  dramatic  setting  in  this  work  of  Wagner. 
According  to  this  legend,  a  Dutch  captain,  foiled  by 
contrary  winds  when  rounding  the  Cape  of  Good  Hope, 
takes  a  sacrilegious  oath  that  he  will  succeed  if  he  has 
to  take  eternity  for  it.  Thereafter,  for  long  centuries 
his  ship  is  in  charge  of  demons,  who  make  it  the  sport 
of  wind  and  wave.  The  opera  deals  with  the  lifting  of 
the  curse. 

Act  I 

A  Bay  in  Norway.  Daland,  a  Norwegian  sea  captain, 
is  driven  by  a  violent  storm  to  the  shelter  of  a  port. 
During  the  storm  a  strange-looking  vessel  also  arrives, 
riding  high  upon  the  waves,  and  casts  anchor  alongside. 
The  captain,  a  man  of  wild  aspect  dressed  in  black, 
steps  ashore.  He  is  the  famous  Flying  Dutchman,  whom 
all  mariners  fear  and  dread.  By  the  terms  of  his  oath, 
he  is  allowed  to  go  ashore  once  in  seven  years,  and  if 
perchance  he  find  a  wife  who  will  leave  all  for  love  of 
him,  the  spell  will  be  released.  He  speaks  with  Daland, 
and  finding  that  the  latter  has  a  daughter,  asks  per- 
mission to  sue  for  her  hand,  at  the  same  time  offering 
Daland  gold.  The  father's  cupidity  overcomes  his  scru- 
ples and,  the  storm  having  abated,  the  two  vessels  set 
sail  in  company. 

Act  II 

Interior  of  Daland's  Home.  Senta  and  her  girl 
friends  are  seated  at  their  spinning  wheels,  singing. 
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Senta  is  a  dreamy,  romantic  girl,  who  is  already  familiar 
with  the  strange  story  of  the  Flying  Dutchman,  and 
feels  in  her  heart  that  she,  at  any  rate,  would  be  willing 
to  give  up  all  to  save  him.  She  tells  the  others  of  her 
mood,  and  Eric  the  huntsman,  who  loves  her,  enters  at 
this  moment  and  warns  her  against  her  dangerous  whim. 
He  also  tells  her  that  a  mysterious  stranger  is  approach- 
ing with  her  father,  but  Senta  is  delighted  and  Eric 
leaves  in  dejection.  Daland  enters  with  the  Dutchman, 
who  gazes  fixedly  at  the  maiden  and  she  at  him.  She 
readily  accepts  her  father's  plan  for  an  early  marriage, 
as  she  believes  herself  to  be  divinely  appointed  the  savior 
of  this  sea  rover.  The  two  exchange  vows  of  eternal 
fidelity,  and  the  Dutchman  believes  his  hour  of  libera- 
tion is  at  hand. 

Act  III 

The  Harbor.  The  sailors  on  board  Daland 's  ship  give 
themselves  over  to  merry-making.  Girls  bring  them 
hampers  of  refreshments.  The  Dutchman's  ship  lies 
hard  by,  dark  and  silent,  although  his  crew  has  been 
invited  to  share  in  the  festivities.  Finally  they  sing 
a  mocking  song  of  their  captain's  adventures,  while  the 
others  listen  in  superstitious  fear.  Senta  comes  down  to 
the  shore  followed  by  Eric,  who  makes  one  last  plea  for 
her  to  relinquish  her  folly  and  love  him  as  she  had 
formerly  done.  The  stranger  overhears  this,  and  believ- 
ing himself  betrayed,  bids  her  farewell  and  hastens  on 
board  his  ship,  ordering  the  anchor  raised  and  all  sails 
set.  He  admits  publicly  that  he  is  the  Flying  Dutch- 
man, upon  whom  a  curse  rests,  and  while  Daland  and 
the  rest  shrink  back  in  horror  the  ship  heads  toward 
the  open  sea.  But  Senta  tears  herself  away  from  Eric 
and  her  father,  who  would  restrain  her,  and  rushing  to 
a  cliff  under  which  the  vessel  is  passing,  casts  herself 
into  the  sea,  faithful  unto  death  as  she  has  promised. 
Instantly  the  curse  is  lifted,  the  phantom  ship  sinks, 
and  the  Dutchman  and  his  bride  are  seen  ascending 
upward. 
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TANNHAUSEB 

(Tahn'-hoy-zer) 

Dramatic  Opera  in  Three  Acts.  Music  by  Richard  "Wag- 
ner. Book  by  the  Composer.  First  produced  at  the 
Royal  Opera,  Dresden,  October  20,  1845. 

Scene:;  Thuringia  and  the  Wartburg. 
Time:  The  Thirteenth  Century. 

CAST 

Herrmann,  Landgrave  of  Thuringia  (Basso). 

Tannhauser,  a  knight  (Tenor). 

Wolfram  von  Eschenbach,  his  friend  (Baritone). 

Walter  von  der  Vogelweide,  a  knight  (Tenor). 

BiTEROLF,  a  knight  (Basso). 

Reimar  von  Zweter,  a  knight  (Basso). 

Heinrich,  a  scribe  (Tenor). 

Elizabeth,  niece  of  the  Landgrave  (Soprano). 

Venus,  goddess  of  love  (Soprano). 

Retainers,  Lords,  Ladies,  Bacchantes, 
Shepherd,  etc. 

ARGUMENT 

*' Tannhauser"  deals  with  a  legend  of  the  Venusberg, 
a  magic  grotto  in  the  mountains  of  Germany.  Here  the 
beautiful  goddess  of  love  holds  court  and  beguiles  any 
mortals  who  come  her  way.  Tannhauser,  a  Knight  of 
Song,  has  fallen  under  her  evil  spell  and  dwelt  several 
months  with  her  in  luxury  and  dissipation.  But  the 
remembrance  of  his  former  high  station  and  the  ties  of 
earth  still  hold  him,  and  when  the  scene  opens  he  desires 
to  return  to  the  light  of  day. 

Act  I 

Scene  1.  The  Grotto  of  Yenus.  Tannhauser  is  grow- 
ing weary  of  the  blandishments  of  Venus  and  of  the 
elaborate  pageants  which  she  prepares  to  entertain  him. 
He  pleads  with  her  to  allow  him  to  return  to  the  world 
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of  men  and  Tvomen,  but  his  request  only  makes  her  the 
more  jealous  of  her  waning  power.  She  shows  him  new 
spectacles  of  beauty  and  luxury,  but  he  only  insists  the 
more.  Seeing  that  she  cannot  hold  him  an  unwilling 
prisoner,  she  exacts  from  him  a  promise  that  he  will 
sing  her  praises  only,  as  against  the  merits  of  any  earthly 
love.  He  gives  this  pledge  as  a  means  of  escape,  and 
the  grotto  and  its  occupants  vanish  from  sight. 

Scene  2.  The  Valley  of  Warthurg.  Tannhauser  finds 
himself  alone  in  the  mountains  of  the  Wartburg.  In 
the  distance  a  shepherd  lad  plays  upon  his  pipe.  By  a 
mountain  path  stands  a  rude  wayside  cross,  and  pres- 
ently a  throng  of  pilgrims  is  heard  singing  as  they  go 
on  their  mission.  After  they  have  passed  by,  the  Land- 
grave of  the  country  and  some  of  his  nobles,  among 
them  Tannhauser 's  loyal  friend.  Wolfram  von  Eschen- 
bach,  enter  upon  a  hunting  expedition.  They  recognize 
Tannhauser  and  ply  him  with  questions  regarding  his 
long  disappearance.  He  evades  their  questions.  Wolf- 
ram urges  him  to  return  to  court,  saying  that  Elizabeth, 
the  Landgrave's  niece,  has  long  held  his  memory  dear. 
The  erring  knight  is  filled  with  shame  at  the  thought  of 
this  pure  love  which  he  has  cast  aside,  and  promises  to 
return  with  his  friends. 

Act  II 

Hall  of  Warthurg  Castle.  All  is  in  preparation  for 
another  great  tourney  of  song,  in  which  the  best  singers 
of  the  realm  are  to  contest.  The  art  of  Tannhauser  is 
well  known  and  it  is  believed  that  he  will  be  an  easy 
victor.  Before  the  assembling  of  the  guests,  Elizabeth 
enters  to  see  that  all  is  in  readiness,  and  here  Tann- 
hauser finds  her  and  learns  that  she  has  continued  to 
love  him  faithfully.  He  obtains  her  forgiveness  and 
retires  to  don  his  minstrel  robes.  The  ladies  and  lords 
assemble,  being  greeted  in  stately  fashion  by  the  Land- 
grave and  his  niece.  Last  of  all  enter  the  minstrel 
knights.  Wolfram  sings  of  a  love  ennobling  and  spir- 
itual as  the  highest  type  of  bliss.  Tannhauser  remem- 
bers his  unlucky  promise  to  Venus  and  answers  him  in 
scorn,  saying  that  such  love  is  paltry  compared  with 
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other  delights  •which  he  might  perchance  reveal.  Being 
pressed  .for  an  explanation  by  other  angered  knights,  he 
launches  into  a  wild  song  in  praise  of  Venus.  The  court 
is  horrified.  The  ladies  leave  in  haste  and  the  knights 
press  around  the  daring  minstrel  with  drawn  swords 
ready  to  slay  him.  Elizabeth  throws  herself  before  him 
and  pleads  for  the  unhappy  man's  life.  They  finally 
allow  him  to  go  unscathed  on  condition  that  he  join  the 
pilgrims,  who  now  pass  by  on  their  journey  to  Rome, 
and  there  obtain  the  forgiveness  of  the  Pope.  The  re- 
pentant Tannhauser  sets  forth. 

Act  III 

The  Valley  of  Warthurg.  Several  months  have  passed 
by  without  news  of  Tannhauser.  Both  Elizabeth  and 
Wolfram  await  him.  Wolfram's  friendship  is  unselfish, 
as  he  himself  has  long  loved  the  maiden  who  pines  over 
the  wanderer's  departure.  The  pilgrims  return  from 
Rome,  and  she  comes  to  the  wayside  cross  to  look  for 
him  among  them.  But  he  does  not  appear,  and,  broken- 
hearted, she  returns  to  the  castle  and  soon  breathes  her 
last.  Wolfram  enters,  comparing  her  pure  bright  spirit 
to  the  evening  star  which  shines  upon  him.  A  haggard 
stranger  now  appears,  who  proves  to  be  Tannhauser 
returning  wdthout  the  Pope's  forgiveness.  The  latter 
refuses  to  pardon  him  until  his  pilgrim's  staff  blossoms 
with  leaves.  Tannhauser  is  ready  to  return  to  the  haunts 
of  Venus,  and  she  now  appears  and  beckons  him.  But 
Wolfram  pleads  with  him  and  prevails  upon  him  to 
deny  her.  He  does  so,  and  the  vision  vanishes.  Mourn- 
ers bring  forward  the  bier  upon  which  rests  the  body 
of  the  maiden,  and  while  Tannhauser  kneels  beside  it, 
his  troubled  spirit  is  also  released.  At  this  moment, 
messengers  come  from  the  Pope,  bearing  the  pilgrim's 
staff.  A  miracle  has  happened.  The  staff  has  put  forth 
green  leaves. 
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LOHENGRIN 

(Lo' -hen- grin) 

Romantic  Opera  .in  Three  Acts.  Music  by  Richard 
Wagner.  Book  by  the  Composer.  First  produced  at 
Weimar,  August  28,  1850. 

Scene:    The  Scheldt,  Flanders, 
Time:  The  Tenth  Century. 

CAST 

Henry  I,  King  of  Germany  (Basso). 

Frederick  op  Telramund,  a  noMeman  (Baritone). 

Ortrud,  his  wife  (Contralto). 

Elsa  of  Brabant  (Soprano). 

Lohengrin,  the  Knight  of  the  Swan  (Tenor). 

Herald  (Baritone). 

Courtiers,  Soldiers,  Citizens,  Servants. 

ARGUMENT 

The  basis  of  '' Lohengrin '^  is  a  legend  connected  with 
one  of  the  Knights  of  the  Holy  Grail.  These  knights 
are  pledged  to  succor  the  oppressed  at  any  time,  and 
it  is  in  an  adventure  of  this  sort  that  the  Knight  of  the 
Swan  appears. 

Act  I 

The  Banks  of  the  Scheldt.  According  to  ancient  cus- 
tom, the  King  of  Germany  holds  a  public  outdoor  court 
in  which  he  hears  complaints  and  tries  all  cases  which 
may  be  brought  before  him.  Frederick  of  Telramund, 
an  unscrupulous  nobleman,  appears  before  this  court 
and  claims  the  Duchy  of  Brabant.  He  has  been  acting 
as  regent  during  the  minority  of  Godfrey  and  his  sister 
Elsa,  and  now  claims  that  the  maiden  has  made  away 
with  her  brother  in  order  to  seize  the  dukedom.  Elsa 
is  summoned  to  defend  herself  and  declares  her  inno- 
cence. She  is  willing  to  leave  the  merits  of  her  cause 
to  a  trial  by  combat,  stating  that  she  has  seen  in  her 
dreams  a  resplendent  knight  who  promised  to  come  to 
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her  assistance.  Frederick  agrees  to  meet  any  champion 
she  may  secure,  and  while  the  Herald  issues  the  sum- 
mons Elsa  sinks  on  her  knees  in  prayer.  At  first  no 
answer  is  received,  but  on  the  bugle  again  sounding,  a 
magic  boat  drawn  by  a  swan  is  seen  far  up  the  river. 
It  draws  to  the  shore  and  a  knight,  clad  in  glittering 
armor,  steps  forth  and  announces  himself  as  Elsa's  cham- 
pion. He  speedily  overcomes  Frederick,  but  grants  -him 
his  life,  and  asks  Elsa's  hand  in  marriage.  Only  one 
condition  is  interposed.  She  is  not  to  ask  the  knight's 
name  and  whence  he  came.  She  consents  and  all  rejoice 
at  the  happy  outcome  of  events. 

Act  II 

The  Courtyard  and  Cathedral.  On  the  night  before 
the  wedding  of  Elsa  and  her  champion,  Frederick  and 
Ortrud,  his  wife,  wander  into  the  deserted  courtyard. 
They  have  been  banished  from  the  country,  but  Ortrud 
revives  her  husband's  drooping  spirits  by  her  plans  to 
deceive  Elsa,  whom  she  is  to  persuade  to  ask  the  forbid- 
den questions.  Elsa  receives  Ortrud  out  of  pity  and 
grants  her  shelter. 

Morning  dawns  and  the  people  assemble.  "When  all 
is  ready  for  the  ceremony  and  Elsa  and  her  attendants 
are  about  to  enter  the  church,  Ortrud  steps  forward 
and  accuses  the  knight  of  being  a  magician.  Frederick 
also  mounts  the  church  steps  and  proclaims  his  wrongs. 
But  the  knight  is  undaunted,  and,  Elsa  once  more  de- 
claring her  confidence  in  him,  the  procession  continues. 

Act  III 

Scene  1.  The  Bridal  Chamher.  Maidens  precede  the 
bridal  couple  singing  the  praises  of  the  bride.  Elsa  and 
the  knight  enter  and  as  they  sit  by  the  open  window 
renewing  their  love  vows,  Elsa,  who  has  not  been  able 
to  get  Ortrud 's  scoffing  words  out  of  her  head,  begins 
to  chide  her  husband  for  concealing  his  identity  from 
her.  He  tries  to  prevent  her  from  asking  the  fatal  ques- 
tions, but  she  persists.  At  this  moment  a  band  of  con- 
spirators, headed  by  Telramund,  rush  into  the  room,  but 
the  knight  easily  defeats  them  all  and  strikes  Telramund 
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lifeless.     He  then  bids  the  attendants  bear  the  body- 
before  the  king,  and  promises  to  follow  and  tell  all. 

Scene  2.  The  Banks  of  the  Scheldt.  The  court  of  the 
kin^  is  again  assembled  as  the  monarch  prepares  to  set 
forth  for  war.  The  body  of  Frederick  is  borne  in,  and 
the  knight  follows  it.  He  defends  his  act  and  then  pub- 
licly reveals  his  identity.  He  is  Lohengrin,  a  Knight 
of  the  Holy  Grail  and  the  son  of  Parsifal.  Now  he 
must  return  to  the  brotherhood,  despite  the  tears  of 
the  penitent  Elsa.  The  swan  boat  reappears,  and  as  the 
knight  kneels  in  prayer  the  swan  disappears  in  the 
stream,  and  in  its  place  steps  forth  Godfrey,  Elsa's  lost 
brother.  Ortrud  confesses  that  it  was  her  magical  arts 
which  caused  him  to  assume  this  shape.  A  fluttering 
dove  takes-  the  place  of  the  swan  and  conveys  the  boat 
and  Lohengrin  on  their  return  journey,  while  Elsa 
clasps  her  brother  in  her  arms,  but  weeps  for  the  loss 
of  her  husband. 


THE  NIBELUNGEN  RING 

(The   Nee-iel-oong-en   Ring) 

I.     DAS  BHEINGOLD 

{Dahs  Rine'-gold) 

(The  Rhine-Gold.)  A  Music-Drama  in  Four  Acts. 
Music  by  Richard  Wagner.  Book  by  the  Composer. 
First  produced  at  Munich,  August  25,  1869,  and  au- 
thoritatively at  Baireuth,  August  3,  1876. 

Scene  :    Germany  and  Upper  and  Nether  worlds. 
Time:  Antiquity. 

CAST 

WoTAN,  the  mighty  (Basso). 
Fricka,  his  spouse  (Mezzo-Soprano) . 
DoNNER,  god  of  thunder  (Basso). 
Froh,  god  of  rain  (Baritone). 
LoKi,  god  of  fire  (Tenor). 
Fbeya,  goddess  of  love  (Soprano). 
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Alberich,  a  dwarf  (Baritone). 
Mime,  a  dwarf  (Tenor). 
WoGLiNDE      ]  rSoprano. 

Wellgunde    [Rhine-maidens  <  Soprano. 
Flosshilde   J  [Contralto. 

Fafner   )      .     ,     JBasso. 
Fasolt    1  ^^^^^^  j  Basso. 
Erda,  spirit  of  the  Earth  (Contralto). 
Gods  and  Goddesses,  Dwarfs,  and  Spirits. 

ARGUMENT 

*  *  Rheingold, "  the  first  of  the  four  operas  forming  the 
*'Ring"  series,  tells  the  story  of  how  the  magic  ring 
came  to  be  made,  and  how  its  curse  rested  upon  all  who 
came  in  contact  with  it,  whether  gods  or  men. 

Act  I 

The  Bottom  of  the  River  Rhine.  Down  in  the  bed  of 
the  River  Rhine  a  mass  of  pure  gold  has  been  hidden. 
It  is  magic  treasure,  conferring  upon  its  owner  boundless 
power,  but  whoever  possesses  it  must  forswear  love.  The 
three  Rhine-maidens  have  been  entrusted  with  the  duty 
of  guarding  the  gold,  and  they  turn  the  task  into  a 
sport,  singing  and  dancing  among  the  grottoes  beneath 
the  water,  but  never  venturing  far  from  their  charge. 
Alberich,  the  dwarf,  greedy  for  gold,  surprises  them  one 
morning  in  their  games.  They  coquet  with  him  and 
lead  him  on,  finally  letting  him  know  the  secret  of  the 
gold.  He  pretends  to  be  interested  in  them  and  indif- 
ferent to  the  treasure,  but  when  their  carelessness  gives 
him  an  opportunity  he  seizes  upon  the  glittering  mass 
and  makes  off  with  it,  declaring  that  he  will  forswear 
love  forever  in  order  to  be  master  of  the  world. 

Act  II 

The  Gardens  of  Walhalla,  Abode  of  the  Gods.  The 
giants  Fasolt  and  Fafner  have  built  the  beautiful  castle 
"Walhalla  for  the  abode  of  the  gods.  Loki,  the  god  of 
fire,  who  is  the  embodiment  of  deceit,  has  persuaded 
W^otan  the  mighty  to  accept  the  giants'  terms  for  their 
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labor,  and  when  they  have  completed  the  stupendous 
task  they  demand  Freya,  goddess  of  love,  as  their  re- 
ward and  carry  her  off  despite  the  entreaties  of  all  the 
other  immortals.  Without  the  presence  of  Freya  the 
flowers  wither  and  die,  the  trees  refuse  to  bear  fruit, 
and  the  gods  begin  to  grow  old.  The  only  way  in  which 
the  giants  can  be  induced  to  restore  the  goddess  is  by 
a  bribe  of  the  magic  gold.  Wotan  and  Loki  go  in  search 
of  this  treasure,  w^hich  is  now  jealously  guarded  by  the 
dwarfs  in  the  earth-caverns. 

Act  III 

The  Dwarfs'  Caverns.  Alberich  gloats  over  his  treas- 
ure, and  to  watch  over  it  more  carefully  he  has  com- 
manded Mime,  the  smith,  to  fashion  for  him  a  tarnhelm 
or  invisible  cap  which  enables  him  to  assume  any  shape 
he  pleases.  He  has  also  fashioned  from  the  gold  a  ring 
which  confers  upon  its  wearer  power  over  gods  and  men. 
Wotan  and  Loki  enter  to  confer  with  Alberich  and  he 
boastingly  displays  his  powers  by  changing  himself  first 
into  a  dragon  and  then  into  a  toad — the  last  at  a  sly 
suggestion  from  Loki.  Wotan  then  quickly  places  his 
foot  upon  the  toad,  and  will  not  release  his  squirming 
victim  until  he  has  given  up  all  his  treasures,  including 
the  cap  and  the  ring.  Alberich,  however,  puts  a  curse 
upon  all  who  shall  hereafter  wear  the  ring. 

Act  IV 

The  Gardens  of  Walhalla.  The  gods  carry  the  gold 
in  triumph  to  Walhalla,  and  the  giants  are  summoned 
to  the  parley.  They  return  with  Freya,  and  the  treasure 
is  heaped  before  her  to  excite  their  cupidity.  Wotan 
secretly  hopes  to  retain  the  cap  and  the  ring,  but  they 
insist  upon  these  also  and  threaten  otherwise  to  carry 
off  the  goddess  again.  Wotan  is  compelled  to  yield,  al- 
though he  foresees  in  the  terms  the  ultimate  destruction 
of  the  gods.  The  curse  of  the  ring  is  shown  in  an  imme- 
diate quarrel  between  the  giants,  in  which  Fafner  kills 
Fasolt.  While  the  gods  pass  over  a  rainbow  bridge  to 
their  new  mansion  of  Walhalla,  the  voices  of  the  Rhine- 
maidens  are  heard  below  lamenting  their  loss. 
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TEE  NIBELUNGEN  RING 

II.    DIE    WALKURE 

{Dee  Vahl-kee-reh) 

(The  Valkyrie.)  Music-Drama  in  Three  Acts.  Music 
by  Richard  Wagner.  Book  by  the  Composer.  First 
produced  at  Munich,  June  24,  1870,  and  authorita- 
tively at  Baireuth,  August  14,  1876. 

Scene:  The  Forests  of  Germany. 
Time:  Antiquity. 

CAST 

WoTAN,  the  mighty  (Basso). 
Fricka,  his  spouse  ( Mezzo-Soprano ) 
HuNDiNG,  a  warrior  (Basso). 
Sieglinde,  his  wife  (Soprano). 
Siegmund,  her  brother   (Tenor). 
Brunhilde,  a  Valkyr  (Soprano). 
Other  Valkyrie  (Sopranos). 

ARGUMENT 

In  order  to  understand  the  purport  of  *^Die  Walkiire" 
as  related  to  the  ' '  Ring, ' '  a  certain  amount  of  narrative 
is  necessary  which  is  not  represented  upon  the  stage. 

Wotan,  foreseeing  the  doom  of  the  gods  because  they 
are  pledged  to  respect  the  power  of  the  magic  ring, 
endeavors  to  protect  Walhalla  by  creating  a  band  of 
Valkyrie  or  warrior-maidens  whose  duty  it  is  to  convey 
on  their  winged  steeds  the  bodies  of  the  noblest  war- 
riors, slain  upon  the  field  of  battle,  to  the  abode  of  the 
gods,  where  these  warriors  will  live  again  a  mighty  race 
to  defend  Walhalla.  Upon  the  earth,  also,  Wotan  has 
begotten  two  children  of  his  own,  Siegmund  and  Sieg- 
linde,  who  grow  up  in  ignorance  of  each  other. 

Act  I 

The  Forest  Hut  of  Hunding.  The  hut  of  the  warrior, 
Hunding,  is  built  around  the  great  trunk  of  an  ash  tree, 
which  pierces  the  center  of  the  roof.     Here  Hunding 
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dwells  with  his  wife,  Sieglinde,  whom  he  has  carried 
away  from  her  home  in  childhood,  against  her  will.  She 
has  been  promised  a  protector,  however,  by  a  mysterious 
stranger  who  drives  his  sword  np  to  the  hilt  in  the  ash ; 
and  the  protector  will  be  known  by  his  ability  to  with- 
draw the  weapon. 

On  the  night  when  the  scene  opens,  Hunding  is  away, 
and  Sieglinde  opens  the  door  to  an  exhausted  stranger 
w^ho  begs  food  and  drink.  It  is  Siegmund,  a  mortal 
enemy  of  Hunding,  who  has  taken  refuge  here  against 
his  foes.  Hunding,  returning,  finds  him  here  and  grants 
him  hospitality  for  the  night,  but  challenges  him  to 
combat  the  next  morning.  Meanwhile  Siegmund  and 
Sieglinde  feel  irresistibly  drawn  to  each  other.  When 
Hunding  retires,  the  woman  prepares  a  sleeping  potion 
which  holds  him  in  a  stupor.  She  tells  her  story  to 
Siegmund  and  they  discover  their  near  relationship. 
He  finds  that  he  can  easily  draw  the  sword  from  the 
oak  (it  was  Wotan  who  placed  it  there),  and  the  two 
flee  forth  into  the  forest. 

Act  II 

A  Mountain  Pass.  It  has  been  the  will  of  Wotan  that 
his  two  earth  children  shall  meet  and  mate,  but  he  finds 
unexpected  opposition  to  his  plan  from  Fricka,  his 
spouse.  She  is  scandalized  by  this  infraction  of  marital 
laws,  and  demands  that  he  punish  the  guilty  pair.  He 
is  finally  prevailed  upon  to  summon  Brunhilde,  his  fa- 
vorite among  the  Valkyr  maidens,  and  he  charges  her 
to  deliver  over  Siegmund  to  his  enemy.  Brunhilde 
pleads  for  the  warrior,  but  in  vain;  she  must  on  no 
account  disobey  this  mandate  even  though  she  knows 
it  is  against  the  wishes  of  Wotan  himself.  She  encoun- 
ters the  lovers  in  a  mountain  pass,  whither  they  are 
being  pursued  by  Hunding,  and  warns  Siegmund  of  his 
fate;  but  resolves  to  shield  him  at  any  cost.  Hunding 
now  engages  him  in  battle.  The  Valkyr  protects  Sieg- 
mund. Wotan  appears  and  shivers  Siegmund 's  sword, 
and  the  latter  is  slain  by  Hunding,  who  is  struck  down 
by  Wotan.  Brunhilde  flees  from  the  wrath  of  Wotan, 
carrying  with  her  Sieglinde,  whom  she  conceals. 
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Act  III 

Haunt  of  the  Valkyrie.  Wotan  goes  forth  to  seek  and 
punish  his  disobedient  Valkyr.  Brunhilde  implores  her 
sisters  to  succor  her,  but  they  are  fearful  of  "Wotan 's 
anger.  They  promise,  however,  to  watch  over  Sieglinde. 
The  latter  is  comforted  by  Brunhilde  and  told  that  she 
shall  have  a  son  who  will  prove  the  greatest  of  heroes; 
meanwhile  she  is  to  hide  from  gods  and  men,  and  pre- 
serve the  broken  bits  of  the  sword  of  Siegmund.  "Wotan 
approaches  and  orders  Brunhilde  to  stand  before  him. 
A  stormy  and  pathetic  scene  ensues,  in  which  he  at  first 
consigns  her  harshly  to  a  fate  worse  than  death.  She 
is  banished  from  Walhalla  and  is  to  fall  asleep,  to  be 
claimed  upon  waking  by  the  first  passer-by.  Her  en- 
treaties finally  mitigate  this  sentence,  and  "Wotan  places 
her  upon  an  almost  inaccessible  mountain  peak  hedged 
round  about  by  magic  flames.  Only  a  hero  would  pierce 
this  circle  of  flames,  and  such  a  hero  shall  claim  Brun- 
hilde as  his  wife. 


THE  NIBELUNGEN  RING 

III.     SIEGFRIED 

(Seeg'-freed) 

Music-Drama  in  Three  Acts.  Music  by  Richard  Wag- 
ner. Book  by  the  Composer.  First  produced  at  Bai- 
reuth,  August  15,  1876. 

Scene:  The  German  Forests. 
Time:  Antiquity. 

CAST 

Wotan,  the  mighty  (Basso). 
Siegfried,  the  hero  (Tenor). 
Mime,  the  smith  (Tenor). 
Alberich,  the  divarf  (Baritone). 
Fafner,  the  dragon  (Basso). 
Brunhilde,  a  Valkyr  (Soprano). 
The  Wood  Bird  (Soprano). 


302  RICHARD    WAGNER 


ARGUMENT 

''Siegfried'*  continues  the  story  of  the  Ring  at  a 
period  some  twenty  years  later  than  the  events  of  "Die 
Walkiire." 

As  Brunhilde  has  foretold,  Sieglinde  bears  a  son  to 
the  slain  Siegmund,  and  she  also  dies  at  the  child 's  birth. 
He  is  sheltered  by  Mime  the  dwarf,  who  teaches  him 
the  smith's  trade.  But  Siegfried,  as  he  is  called,  has  the 
blood  of  warriors  and  hunters  in  his  veins,  and  soon 
domineers  over  the  craven  fellow. 

Act  I 

The  Forest  Forge  of  Mime.  When  Siegfried  has  ar- 
rived at  young  manhood  he  orders  Mime  to  forge  for 
him  a  sword;  but  none  which  is  made  suits  him;  he 
speedily  breaks  them  all.  The  fragments  of  Siegmund 's 
sword  have  been  preserved,  and  one  day  in  the  young 
man's  absence  Wotan  enters  the  smithy  and  tells  Mime 
that  Siegfried  is  destined  to  forge  from  these  fragments 
an  invincible  weapon.  This  makes  Mime  more  fright- 
ened than  ever,  but  he  cannot  stay  the  hand  of  fate. 
The  young  hunter,  returning,  is  disgusted  with  Mime's 
work,  and  seizing  the  pieces  of  the  old  sword  forges  his 
own  weapon.  When  it  is  cooled  and  tempered  he  tests 
it  my  splitting  the  anvil  in  two  from  top  to  bottom. 
He  calls  the  weapon  ''Helpneed." 

Act  II 

The  Forest  before  the  Dragon's  Cave.  During  all 
these  years  Fafner  has  guarded  the  magic  gold  jealously. 
The  better  to  do  so  he  has  assumed  the  form  of  a  dragon, 
who  dwells  within  a  cavern  in  the  depths  of  the  forest. 
On  the  outside  loiters  Alberich,  the  greedy  dwarf,  still 
trying  to  regain  the  treasure.  Wotaii  finds  him  here 
and  warns  him  that  a  hero  is  coming  who  is  stronger 
than  them  all.  Meanwhile  Siegfried  has  been  told  of  the 
dragon  by  Mime,  who  endeavors  thus  to  frighten  him, 
but  the  news  only  fires  the  young  man's  spirit,  and  he 
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resolves  to  christen  the  new  sword  in  a  combat  with 
Fafner.  On  his  way  thither  the  Wood  Bird  sings  to 
him  warningly,  but  Siegfried  does  not  understand  and 
goes  on  his  way.  He  summons  Fafner  from  his  lair 
and  in  the  fight  slays  him.  A  drop  of  the  dragon's 
blood  touches  his  tongue,  and  instantly  he  understands 
the  wood  voices.  The  Bird  has  told  him  that  Mime  is 
trying  to  poison  him.  He  is  also  told  of  the  magical 
properties  of  the  ring,  which  he  puts  on.  He  kills  Mime, 
and  follows  the  Bird,  who  tells  of  other  adventures  in 
store.  The  sleeping  Brunhilde  on  the  mountain-top, 
surrounded  by  fire,  awaits  a  hero  to  awaken  her.  The 
Bird  shows  him  the  path  up  the  mountain. 

Act  III 

A  Mountain  Pass.  Erda,  the  earth-spirit,  has  warned 
Wotan  of  the  impending  doom  of  the  gods.  He  there- 
fore resolves  to  stop  Siegfried  in  his  journey  up  the 
mountain.  But  the  latter,  undaunted,  shivers  the  great 
Wotan 's  spear  with  his  sword,  Helpneed,  and  Wotan 
stands  aside,  knowing  that  the  progress  of  events  cannot 
be  stayed.  Neither  is  Siegfried  deterred  by  the  wall  of 
flame  which  encircles  the  peak.  He  pushes  through  it 
and  it  dies  away,  leaving  him  unscathed.  He  finds  Brun- 
hilde in  her  warrior's  garb,  and  awakens  her.  She  dis- 
covers his  identity,  and  willingly  foregoes  her  immortal 
qualities  for  the  sake  of  his  love. 


THE  NIBELUNGEN  BING 
IV.     GOTTERDAMMERUNG 

( Gur-ter-dem'-mer-oong) 

(The  Dusk  of  the  Gods.)  Music-Drama  in  a  Prelude 
and  Three  Acts.  Music  by  Richard  Wagner.  Book 
by  the  Composer.  First  produced  at  Baireuth,  Au- 
gust 16,  1876. 

Scene  :  The  German  Forests, 
Time:  Antiquity. 
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CAST 

Siegfried,  the  hero  (Tenor). 

Brunhilde,  the  Valkyr  (Soprano). 

GuNTHER,  a  king  (Baritone). 

GuTRUNE,  his  sister  (Soprano). 

Alberich,  the  dwarf  (Baritone). 

Hagen,  his  son  (Basso). 

Valtraute,  a  Valkyr  (Mezzo-Soprano) . 

The  Norns,  spinners  of  fate  (Mezzo-Sopranos). 

The  Rhine-Maidens  (Sopranos). 

ARGUMENT 

The  last  of  the  Ring,  *  *  Gotterdammerung, '  *  brings  to 
a  close  the  adventures  and  fates  of  the  chief  characters. 
The  downfall  of  the  gods  is  at  hand,  and  the  ring  of 
the  curse  completes  its  fatal  mission. 

Prelude 

The  Norns,  who  control  the  fates  of  both  men  and 
gods,  weave  their  thread  of  life,  and  it  breaks.  They 
know  by  this  token  that  the  destruction  of  all  things  is 
at  hand.  Siegfried  parts  from  Brunhilde  in  order  to  go 
upon  new  adventures,  but  meanwhile  gives  her  the  ring 
to  wear  while  he  is  gone.  He  takes  with  him  the  Tarn- 
helm,  or  invisible  cap,  and  Helpneed,  the  sword,  and 
Brunhilde  lends  him  her  steed  to  ride. 

Act  I 

Scene  1.  Gunther's  Court.  Siegfried  proceeds  to  the' 
court  of  Gunther,  a  powerful  king,  who  welcomes  him 
cordially.  Hagen,  the  cunning  son  of  Alberich,  is  one 
of  the  court,  and  knowing  of  Siegfried 's  deeds,  he  brews 
the  hero  a  drink  which  causes  him  to  forget  all  his  past. 
The  memory  of  Brunhilde  fades  away,  and  he  asks  of 
Gunther  the  hand  of  his  fair  sister  Gutrune  in  marriage. 
The  King  consents  on  condition  that  Brunhilde  is  se- 
cured for  himself,  and  the  forgetful  Siegfried  agrees  to 
go  with  Gunther  and  compel  her  to  yield. 
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Scene  2.  A  Mountain  Pass.  While  Brunhilde  awaits 
the  return  of  her  warrior,  Valtraute,  another  Valkyr 
maiden,  comes  to  plead  with  her  to  restore  the  ring  to 
the  Rhine-maidens.  Thus  only  can  the  gods  be  spared 
from  destruction.  But  Brunhilde  answers  scornfully 
that  the  gods  have  not  been  kind  to  her,  and  besides  the 
ring  is  not  her  own.  By  means  of  the  Tarnhelm,  Sieg- 
fried assumes  the  shape  of  Gunther,  and  comes  to  claim 
Brunhilde  as  his  wife.  She  struggles  against  him  but 
is  overpowered,  and  he  wrests  the  ring  from  her  finger. 
She  is  compelled  to  follow  him  back  to  Gunther 's  court. 

Act  II 

Gunther  *s  Court.  The  King  publicly  proclaims  Brun- 
hilde as  his  Queen,  and  gives  Siegfried  the  hand  of  Gut- 
rune.  Brunhilde  cannot  understand  this  arrangement 
and  suspects  treachery  when  she  sees  the  ring  on  Sieg- 
fried's hand.  She  upbraids  him  for  fickleness  and  false- 
ness, but  he  is  still  under  the  influence  of  the  drug  and 
pays  little  heed  to  her.  Her  former  love  turns  to  rage 
and  she  listens  willingly  to  Hagen's  plots  to  slay  Sieg- 
fried. Hagen  believes  that  he  can  thus  secure  the  ring 
for  himself.  They  falsely  tell  Gunther  that  Siegfried 
has  been  unfaithful  with  respect  to  Brunhilde;  and  the 
King  finally  agrees  to  his  destruction. 

Act  III 

Banks  of  the  Fiver  Rhine.  While  Siegfried  is  out 
upon  a  hunting  expedition,  the  Rhine-maidens  beseech 
him  to  restore  the  ring  to  them,  telling  him  that  thus 
only  can  he  escape  death.  But  Siegfried  is  fearless  and 
will  not  yield  it  up  under  a  threat.  Gunther,  Hagen, 
and  other  hunters  join  him,  and  while  they  rest  they 
ask  Siegfried  to  relate  his  adventures.  The  drug  has 
begun  to  wear  off  and  Siegfried  tells  of  his  past.  When 
he  comes  to  the  meeting  with  Brunhilde,  he  stops,  puz- 
zled, to  watch  the  flight  of  some  ravens.  At  this  moment 
Hagen  drives  his  spear  in  between  Siegfried's  shoulders, 
and  the  latter  falls  dying.  But  his  memory  is  clear  and 
he  calls  for  Brunhilde.    Both  Hagen  and  Gunther  try 
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to  seize  the  ring,  and  in  the  struggle  the  King  is  killed. 
The  retainers  are  in  an  uproar.  Gutrune  bewails  the 
loss  of  her  husband  and  her  brother.  But  Brunhilde, 
who  has  learned  the  truth,  comes  in  and  bids  the  tumult 
cease.  She  orders  a  funeral  pyre  to  be  built,  and  the 
body  of  Siegfried  to  be  placed  thereon.  Mounting  it, 
she  also  is  consumed.  The  waters  of  the  Rhine  rise  and 
engulf  all,  including  Hagen,  who  has  tried  to  seize  the 
ring,  and  the  cursed  emblem  is  at  last  restored  to  its 
rightful  owners.  In  the  sky  a  great  blaze  is  seen.  It  is 
the  destruction  of  Walhalla  with  all  the  gods. 


TRISTAN  AND  ISOLDE 

{Tris-tahn  and  Ee-sohl-deh) 

Tragic  Opera  in  Three  Acts.  Music  by  Richard  Wag- 
ner. Book  by  the  Composer.  First  produced  at 
Munich,  June  10,  1865. 

Scene:  Cornwall,  Brittany,  and  the  Sea. 
Time:  Antiquity. 

CAST 

Mark,  King  of  Cornwall  (Basso). 
Isolde,  his  Queen  (Soprano). 
Tristan,  a  knight  (Tenor). 
KuRVENAL,  his  servant  (Baritone). 
Melot,  a  knight  (Baritone). 
Brangaene,  Isolde  servant  (Contralto). 
Steersman  (Tenor). 
Shepherd  (Tenor). 

Courtiers,  Knights,  Servants. 

ARGUMENT 

The  story  of  ** Tristan  and  Isolde"  is  adapted  from  a 
romance  by  Gottfried  of  Strasburg,  telling  of  the  con- 
flict between  love  and  duty  in  the  hearts  of  two  lovers 
of  medieval  days. 
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Act  I 

On  Shipboard.  Tristan,  a  valiant  knight,  has  been 
involved  in  many  adventures.  In  Ireland  he  has  met  the 
beautiful  Princess  Isolde,  and  incurred  her  enmity  by 
killing  Morold,  an  unworthy  knight,  who  was  her  be- 
trothed. Tristan  also  was  wounded,  and  the  maiden's 
heart  softened  toward  him  as  she  nursed  him  back  to 
life.  He  afterwards  gives  so  glowing  an  account  of  her 
charms,  that  his  royal  master,  King  Mark  of  Cornwall, 
desires  her  for  his  wife ;  and  Tristan  is  sent  to  conduct 
her  to  Cornwall.  The  Princess  comes  most  unwillingly 
as  she  secretly  prefers  Tristan,  but  his  lips  are  sealed 
on  account  of  his  mission.  On  shipboard  he  treats  her 
with  the  most  scrupulous  courtesy,  but  will  not  allow 
himself  to  come  under  her  influence.  She  sends  her 
attendant,  Brangaene,  to  summon  him,  but  he  makes 
excuses.  Angered,  Isolde  orders  Brangaene  to  brew  a 
deadly  poison  for  Tristan,  and  when  he  finally  appears 
in  answer  to  her  repeated  requests,  she  asks  him  to 
drink  a  toast.  Tristan  neither  knows  nor  cares  as  to 
the  nature  of  the  drink,  but  takes  it  without  protest. 
She  purposes  to  drink  also  and  thus  perish  with  him. 
But  Brangaene  has  brewed  a  love  potion  instead,  and 
the  two,  after  drinking,  look  into  each  other's  eyes  with 
their  mutual  passions  increased  tenfold. 

Act  II 

The  Castle  of  King  Mark.  Tristan  despairingly  com- 
pletes his  mission  and  conducts  Isolde  to  the  King.  But 
the  two  lovers  plan  a  last  meeting,  and  Melot,  who  has 
pretended  to  be  Tristan's  friend,  arranges  a  hunting 
expedition,  in  order  to  draw  the  King  and  his  retainers 
from  the  castle.  It  is  night,  and  Tristan  is  summoned 
by  a  torch  in  Isolde's  window.  Brangaene  keeps  watch 
from  the  tower.  In  the  midst  of  their  bliss,  the  lovers 
are  warned  by  her  that  the  King  is  returning ;  and  Kur- 
venal,  Tristan's  servant,  also  rushes  in  bidding  him  flee. 
But  it  is  too  late.  Melot  has  betrayed  his  friend,  and 
King  Mark  confronts  the  guilty  pair  in  dignified  sur- 
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prise.  Tristan  is  overwhelmed  with  shame,  but  when 
Melot  makes  a  sneering  remark,  he  draws  his  sword. 
The  two  fight  and  Tristan  falls  wounded. 

Act  III 

Scene  1.  A  Castle  Ruin  in  Brittany.  The  wounded 
knight  is  suffered  to  depart  by  the  generous  King,  and 
is  conveyed  by  Kurvenal  to  a  deserted  castle  on  the 
coast  of  Brittany.  But  his  anguish  of  soul  and  desire 
for  Isolde  prevent  his  wound  from  healing.  In  despair, 
Kurvenal  sends  to  Isolde,  who  is  also  skilled  in  drugs. 
She  answers  that  she  will  come  in  person,  and  the  sick 
man  is  buoyed  up  by  this  hope.  At  last  her  ship  is 
sighted — it  nears  the  shore — and  she  lands.  With  a 
final  effort  Tristan  rises  to  meet  her,  only  to  sink  down 
exhausted  and  die  in  her  arms. 

Scene  2.  The  Same  (usually  omitted).  King  Mark 
and  Melot  follow  Isolde.  Kurvenal  opposes  their  en- 
trance and  kills  Melot,  himself  receiving  a  death-wound. 
The  King  learns  from  Brangaene  of  the  love  potion  and 
hopeless  passion  of  the  two  lovers  whom  he  has  separated, 
and  feels  only  remorse  for  their  fate. 

DIE  MEISTERSINGEB 

{Dee   My'-ster-singer) 

(The  Master-Singers.)  Comic  Opera  in  Three  Acts. 
Music  by  Richard  Wagner.  Book  by  the  Composer. 
First  produced  at  Munich,  June  21,  1868. 

Scene:  Nuremberg. 

Time:  The  Sixteenth  Century. 

CAST 

Hans  Sachs,  a  cobhler  (Baritone). 
Veit  Pogner,  a  goldsmith  (Basso). 
Eva,  his  daughter  (Soprano). 
Beckmesser,  the  town  clerk  (Baritone). 
KoTHNER,  a  baker  (Basso). 
Walter  von  Stolzing,  a  Knight  (Tenor)'. 
David,  apprentice  to  Sachs  (Tenor). 
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Magdalen  A,  maid  to  Eva  (Contralto). 
Watchman  (Baritone). 

Master-singers,  Villagers,  Servants,  etc. 

ARGUMENT 

**Die  Meistersinger"  is  the  only  comic  opera  that 
Wagner  wrote.  It  deals  with  a  historic  time  in  Nurem- 
berg when  all  the  tradespeople  wrote  verses  and  in- 
dulged in  singing  contests,  and  may  be  regarded  as 
Wagner's  protest  against  artificiality. 

Act  I 

Interior  of  St»  Catherine's  Church.  The  whole  town 
of  Nuremberg  is  music-mad.  The  master-singers,  or 
head  men  in  this  noble  profession,  hold  public  contests 
governed  by  rigid  rules,  and  the  victors  are  richly 
rewarded.  Veit  Pogner,  the  goldsmith,  finally  announces 
that  at  the  next  contest  he  will  bestow  his  daughter's 
hand  upon  the  successful  man.  Beckmesser,  the  town 
clerk,  is  overjoyed  at  this,  as  he  has  long  paid  court  to 
the  fair  Eva,  and  thinks  he  can  easily  win  the  contest. 
But  Eva  has  had  no  eyes  for  the  clerk.  She  has  noted 
the  respectful  attention  of  a  young  nobleman,  Walter 
von  Stolzing,  who  has  met  her  at  the  Church  and  else- 
where. Hearing  of  the  contest,  Walter  resolves  to  enter 
it,  and  is  instructed  in  the  rules  by  David,  the  appren- 
tice of  Hans  Sachs,  But  when  Walter  first  appears 
before  the  master-singers,  Beckmesser  keeps  the  score 
and  marks  down  so  many  mistakes  that  the  young  man 
is  ruled  out.  Hans  Sachs,  the  cobbler,  is  the  only  one 
who  speaks  in  his  favor. 

Act  II 

A  Street  in  Nuremberg.  On  one  side  is  Sachs'  cobbler 
shop,  on  the  other,  Pogner 's  house.  Eva  finds  an  oppor- 
tunity to  meet  Walter  and  console  him  for  his  lack  of 
success.  She  says  that  she  will  not  abide  by  her  father 's 
wishes,  if  some  one  else  wins,  but  will  elope  with  him. 
They  hasten  to  conceal  themselves  as  Beckmesser  comes 
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out  to  sing  a  serenade  under  Eva^s  window.  But  the 
serenader  is  interrupted  by  the  hammering  and  singing 
of  Sachs  in  his  shop.  Then  David  appears  and  mis- 
taking the  attentions  of  Beekmesser  as  being  directed 
to  his  own  lady-love,  he  pounds  the  clerk  over  the  head. 
Their  cries  draw  the  whole  village  upon  the  scene  and  a 
small-sized  riot  is  in  progress,  which  ends  as  suddenly 
as  it  began,  when  the  watchman's  voice  is  heard  down 
the  street. 

Act  III 

Scene  1.  The  Cohhler's  Shop.  While  Sachs  and  his 
apprentice  are  at  work,  Walter  comes  in  greatly  elated. 
He  says  that  he  has  dreamed  a  song  so  beautiful  that, 
if  he  can  set  it  down,  it  will  win  the  prize.  Sachs  en- 
courages him  and  they  finally  commit  it  to  a  manuscript. 
Beekmesser  learns  of  this  famous  song  and  steals  the 
manuscript,  planning  to  sing  it  as  his  own.  Eva  comes 
in  to  try  on  some  new  shoes,  and  all  plan  for  the  coming 
contest. 

Scene  2.  An  Open  Field,  The  morning  of  the  song- 
fest  has  arrived,  and  the  different  trade-guilds  bring 
forward  their  noted  singers.  Sachs  alone  champions 
Walter,  who  is  not  concerned  over  the  loss  of  his  manu- 
script. His  song  is  superior  to  the  master-singers'  rules 
anyway.  Beekmesser  tries  to  sing  the  stolen  song,  but 
his  memory  proves  treacherous  and  he  makes  a  laughable 
jumble  of  it.  Walter  is  grudgingly  allowed  to  follow 
and  speedily  wins  all  his  hearers  by  his  song.  He  is 
accorded  the  prize,  and  Pogner  bestows  upon  him  the 
hand  of  the  happy  Eva. 

PARSIFAL 

{ Parf-tsee-fal) 

Music-Drama  in  Three  Acts.  Music  by  Richard  Wagner. 
Book  by  the  Composer  after  the  epic  by  Wolfram 
von  Eschenbach.  First  produced  at  Baireuth,  July 
22,  1882. 

Scene:  Montsalvat,  in  the  Mountains  of  Spain. 
Time:  The  Middle  Ages. 
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CAST 

Amfortas,  Keeper  of  the  Grail  (Baritone). 
TiTUREL,  his  father  (Basso). 
GuRNEMANZ,  Keeper  of  the  gate  (Basso). 
Parsifal,  the  guileless  one  (Tenor). 
Klingsor,  a  magician  (Baritone). 
KuNDRY,  his  accomplice  (Mezzo-Soprano). 
Knights  of  the  Grail,  Flower  Maidens, 
Servants,  Villagers. 

ARGUMENT 

** Parsifal"  deals  with  the  legend  of  the  Holy  Grail, 
the  cup  which  Christ  blessed  and  which  caught  the  blood 
from  his  wounded  side.  Both  the  cup  and  the  spear 
which  wounded  him  were  found  by  Titurel  and  his 
Knights  of  the  Grail,  who  founded  a  temple  for  their 
service  at  Montsalvat,  in  the  mountains  of  Spain. 

In  his  old  age,  Titurel  appointed  his  son,  Amfortas, 
as  Keeper  of  the  Grail.  Klingsor,  a  magician,  angered 
at  not  being  elected  a  Knight,  created  an  enchanted 
castle  and  garden  nearby.  He  compelled  Kundry,  a 
woman  who  had  laughed  at  Christ  and  was  condemned 
to  wander  until  her  sin  was  expiated,  to  aid  him.  Kun- 
dry tempted  Amfortas,  who  turned  aside  and  was 
wounded  by  Klingsor  with  the  sacred  spear. 

Act  I 

The  Forest  of  Montsalvat.  Gurnemanz,  the  keeper  of 
the  gate,  tells  of  the  grievous  condition  of  Amfortas. 
The  wound  made  by  Klingsor  refuses  to  heal  and  is 
doubly  painful  when  Amfortas  tries  to  celebrate  holy 
communion.  For  this  reason  the  Temple  service  is  being 
neglected.  Amfortas  is  borne  in  on  a  litter  in  search 
of  healing  springs,  and  Kundry,  who  has  repented  her 
share  in  his  woe,  comes  in  bearing  a  balsam  which  she 
has  procured  with  great  difficulty.  But  it  is  written  that 
he  can  only  find  relief  from  the  touch  of  the  sacred  spear 
in  the  hands  of  the  Guileless  One,  and  him  they  await. 

After  Amfortas  is  gone,  a  wounded  swan  falls  to  the 
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ground,  and  while  the  keepers  are  angry  over  this  dese- 
cration of  their  sacred  grounds,  a  lad  comes  in  trium- 
phantly to  claim  his  quarry.  But  when  he  is  told  that 
he  is  no  better  than  a  murderer,  he  grows  penitent  of 
his  deed.  Gumemanz  relents  and  takes  him  to  a  service 
in  the  Temple,  but  the  utter  ignorance  of  the  lad  (whose 
name  is  Parsifal)  so  annoys  Gurnemanz  that  he  bids  the 
boy  begone. 

The  Castle  and  Gardens  of  Klingsor.  Several  years 
pass  by.  The  magician  is  greatly  alarmed  over  tidings 
that  a  fearless  young  knight  is  coming,  who  has  put  his 
enemies  to  flight  on  every  side.  It  is  Parsifal  grown  to 
manhood.  Klingsor  summons  Kundry  to  his  aid,  who 
obeys  him  most  unwillingly.  The  castle  sinks  from  view 
and  in  place  of  it  are  seen  enchanting  gardens  in  which 
the  Flower  Maidens  dwell.  As  Parsifal  comes  by  the 
garden,  they  sing  to  him  seductively;  but  he  turns  a 
deaf  ear  to  them.  Then  Kundry  appears,  a  dazzling 
vision  of  loveliness,  and  bids  him  stay  until  she  tells 
him  of  his  parents,  whom  he  does  not  remember.  He 
tarries  and  she  relates  that  he  is  the  son  of  King  Gamu- 
ret,  slain  in  battle,  and  that  his  mother  brought  him  up 
as  an  ignorant  peasant  in  order  to  keep  him  from  becom- 
ing a  warrior.  His  mother — says  Kundry — entrusted 
her  with  a  last  message  and  kiss.  With  this  the  enchan- 
tress leans  over  and  presses  a  burning  kiss  on  the  young 
knight *s  lips;  it  was  in  this  way  that  she  had  formerly 
betrayed  Amfortas.  Realizing  his  danger,  Parsifal 
springs  to  his  feet.  Kundry  summons  the  magician  to 
her  aid.  Klingsor  hurls  the  sacred  spear  at  the  knight, 
but  he  seizes  it  in  mid-air  and  strikes  Klingsor  dead. 
The  gardens  vanish  and  only  Kundry  is  left,  an  old 
woman,  crouching  upon  the  ground  in  terror. 

Act  III 

Scene  1  Montsalvat.  Gurnemanz,  though  grown  old, 
is  still  the  keeper  of  the  gate,  and  Amfortas  is  still  a 
sufferer  from  his  grievous  malady  which  will  not  heal 
nor  let  him  die.  The  penitent  Kundry  lingers  about  the 
Temple  as  a  hewer  of  wood  and  drawer  of  water.  A 
strange  knight  appears  faint  and  weary  from  his  jour- 
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neys.  It  is  Parsifal  who  has  completed  his  self-imposed 
mission.  He  kneels  in  prayer,  the  sacred  spear  thrust 
before  him  in  the  soil.  Gurnemanz  recognizes  in  him 
the  Guileless  One  whom  he  thrust  rudely  out  of  doors  as 
a  boy,  and  now  ministers  to  him;  while  Kundry  kneels 
and  washes  his  feet.  He  baptizes  her.  The  Temple 
bells  sound  for  the  noon-day  service,  and  they  array 
Parsifal  in  the  white  robes  of  a  Knight  of  the  Grail. 

Scene  2,  The  Temple  Interior.  The  aged  Titurel, 
father  of  Amf ortas,  wishes  to  see  the  Holy  Grail  unveiled 
once  more  before  he  dies,  but  the  pain-racked  King 
shrinks  from  the  task.  He  begs  his  knights  to  slay  him 
and  thus  remove  the  curse.  At  this  moment  Parsifal 
enters  bearing  the  spear.  He  touches  the  wound  of 
Amf  ortas  and  it  heals  immediately.  Parsifal  then  an- 
nounces that  he  has  been  sent  to  take  charge  of  the 
Grail,  and  he  proceeds  with  the  services.  As  the  Grail 
is  uncovered  and  held  aloft,  the  aged  Titurel  expires 
with  a  smile  upon  his  lips.  The  Temple  is  flooded  with 
light,  and  a  dove  descends  and  alights  upon  Parsifal. 
Kundry,  who  has  crept  in  unnoticed,  falls  at  his  feet 
and  breathes  her  last — redeemed. 
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A  German  composer,  born  in  Eutin,  Germany,  De- 
cember 18,  1786.  His  father  was  a  musician  and  the 
boy  inherited  not  only  this  talent,  but  also  painting  and 
engraving.  However,  music  was  his  grand  passion,  and 
he  began  composing  as  early  as  twelve  years  of  age. 
He  went  on  tour  with  his  father,  and  about  1803  paid 
his  first  visit  to  Vienna,  where  he  met  Haydn.  He  be- 
came successively  director  of  the  opera  at  Prague  and 
Dresden.  In  1821  he  produced  '*Der  Freischiitz"  at 
Berlin,  with  great  success.  Five  years  later  he  super- 
intended the  premiere  of  '^Oberon,"  at  London.  But 
his  career  was  cut  short,  this  same  year,  by  death,  June 
5, 1826.  His  other  operas  include  '*The  Forest  Maiden,*' 
and  ' '  Euryanthe. '  * 

BER  FREISCHUTZ 

{Dair  Fry' -sheets) 

Romantic  Opera  in  Three  Acts.  Music  by  Carl  Maria 
Von  Weber.  Book  by  Friedrich  Kind,  after  an  old 
legend  in  ''Popular  Tales  of  the  'Northern  Nations.'  " 
First  produced  at  Berlin,  June  18,  1821. 

Scene:  Bohemia. 

Time:  The  Middle  Ages. 

CAST 

Ottakar,  Duke  of  Bohemia  (Baritone). 
KuNO,  his  head  game-keeper  (Basso). 
Agnes,  his  daughter  (Soprano). 
Anna,  her  friend  (Mezzo-Soprano). 
Max,  a  ranger  (Tenor.) 
Caspar,  a  ranger  (Basso). 
KiLiAN,  a  wealthy  peasant  (Tenor). 
A  Hermit  (Basso). 

Zamiel,  the  evil  one  (Speaking  part). 
Foresters,  Villagers,  Followers  of  the  Duke, 
Servants. 
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Paiiiting^  by  Ferd  Schimon. 
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ARGUMENT 

The  story  of  ''Der  Freischiitz/ '  or  *'The  Sharp- 
shooter," is  based  upon  a  Teutonic  legend  that  magical 
bullets  may  be  cast  which  never  miss  their  mark. 

Act  I 

Estates  of  the  Prince  of  Bohemia.  The  advancing 
years  of  Kuno,  head  ranger  of  the  Duke  of  Bohemia, 
make  the  choice  of  a  new  head  ranger  necessary.  Max, 
who  is  in  love  with  Agnes,  Kuno's  daughter,  is  a  can- 
didate for  the  place,  but  in  order  to  obtain  it  he  must 
win  in  a  sharp-shooting  contest.  At  a  preliminary  trial, 
Max  is  unsuccessful,  the  peasant,  Kilian,  being  the  better 
marksman.  Max  is  much  cast  down  and  therefore  dis- 
posed to  listen  to  the  evil  counsels  of  Caspar,  who  has 
already  sold  himself  to  the  devil  and  who  hopes  to  obtain 
respite  by  furnishing  this  new  victim.  Max  is  invited 
to  try  Caspar's  gun,  and  is  astonished  to  find  that  he 
can  bring  down  an  eagle  from  a  great  height.  Caspar 
then  tells  him  that  he  can  obtain  seven  magical  bullets 
which  will  hit  any  mark,  but  he  must  sell  his  soul  for 
them.  Max,  undaunted,  agrees  to  meet  him  at  the 
Wolf's  Glen  at  midnight. 

Act  II 

Scene  1.  Agnes'  Room.  Agnes  is  filled  with  fore- 
bodings over  the  coming  contest.  She  has  met  a  hermit 
in  the  forest,  who  has  warned  her  of  impending  danger. 
Then,  while  she  and  Anna  are  in  her  room,  at  the  very 
moment  when  Max  tries  the  magic  bullet,  an  ancestral 
portrait  falls  to  the  floor.  Anna  tries  to  calm  her  fears. 
She  is  not  reassured  when  Max  arrives  and  tells  her 
that  he  must  hurry  away  to  an  appointment  at  the 
Wolf's  Glen. 

Scene  2.  The  Wolf's  Glen.  Caspar  awaits  the  arrival 
of  his  victim,  and  meanwhile  tells  Zamiel,  the  evil  one, 
of  his  success.  When  Max  arrives,  the  incantations  are 
under  way,  and  amid  scenes  of  terror  the  magical  bullets 
are  cast. 
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Act  III 

Scene  1.  Agatha's  Boom,  Agatha  is  being  prepared 
for  her  wedding  with  Max.  She  is  still  filled  with  fore- 
boding, which  is  not  lessened  by  finding  that  a  box  of 
flowers  contains  a  funeral  wreath.  She  is  comforted, 
however,  by  a  bridal  wreath  which  the  holy  hermit  has 
blessed. 

Scene  2.  Duke  Ottakar's  Camp,  The  marksman's 
tourney  is  in  progress,  and  Max  astonishes  all  the  spec- 
tators by  his  skill.  Only  one  remains  of  his  store  of 
magical  bullets,  and  this  one  the  fiend  has  in  personal 
charge.  The  Duke  orders  Max  to  shoot  at  a  dove  flying 
through  the  forest.  He  obeys  and  a  woman's  shriek  is 
heard.  Agnes,  in  her  wedding  finery,  has  been  struck; 
but  she  revives  and  it  is  found  that  the  wreath  blessed 
by  the  hermit  has  turned  the  bullet  aside.  The  fiend 
cheated  of  his  prey  seizes  upon  the  cursing  Caspar, 
whose  day  of  grace  has  expired.  The  horrified  Max  tells 
the  story  of  the  bullets  and  confesses  his  fault,  where- 
upon the  Duke  imposes  a  year  of  penance  before  he 
can  receive  the  post  of  head  ranger  or  the  hand  of  his 
bride. 

EURTANTHE 

( Too-ree-ahn'-thee) 

Romantic  Opera  in  Three  Acts.  Music  by  Carl  Maria 
von  Weber.  Book  by  Helmine  von  Chezy.  First  pro- 
duced at  Vienna,  October  25,  1823. 

Scene:  Castle  Premery  and  Burg  of  Nevers, 

France. 
Time;  1110  a.d. 

CAST 

Louis  VI,  King  of  France  (Bassoy. 
Adolar,  Count  of  Nevers  (Tenor). 
EuRYANTHE  OF  Savoy,  Ms  'betrothed  (Soprano). 
Lysiart,  Count  of  Forest  (Baritone). 
Eglantine  von  Puiset,  the  captive  daughter  of  a 
mutineer  (Mezzo- Soprano). 


SCENE    FROM    THE    FREISCHUTZ. 
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ARGUMENT 

The  story  of  Euryanthe  is  adapted  from  an  old  French 
romance,  entitled  **The  Story  of  Gerard  of  Nevers  and 
the  beautiful  and  virtuous  Euryanthe."  It  is  reminis- 
cent of  Shakespeare's  "Cymbeline,"  having  the  similar 
theme  of  virtue  assailed  and  maligned,  but  triumphant 
over  evil. 

Act  I 

Scene  1.  A  Rail  in  the  King's  Palace.  In  the  court 
of  King  Louis  of  France,  Count  Adolar  pays  a  glowing 
tribute  to  the  beauty  and  virtue  of  Euryanthe,  his  be- 
trothed. All  present  applaud  except  Count  Lysiart,  who 
sneers  at  the  chastity  of  women,  and  boasts  that  he  could 
win  Euryanthe.  Adolar  dares  him  to  make  the  test, 
staking  hig  fortune  on  the  outcome.  The  King  attempts 
to  dissuade  him  from  the  foolish  wager,  but  in  vain. 

Scene  2.  The  Palace  Garden  of  Nevers.  Euryanthe 
is  discovered  alone,  but  is  soon  joined  by  Eglantine,  a 
captive  maiden  who  is  secretly  in  love  with  Adolar. 
In  a  moment  of  confidence,  Euryanthe  tells  her  the 
secret  of  a  neighboring  tomb,  in  which  rests  the  body 
of  Emma,  her  sister,  who  had  poisoned  herself,  and  whose 
ghost  can  find  no  peace  until  tears  of  innocent  distress 
have  been  shed  upon  her  ring.  Eglantine  decides  forth- 
with to  make  use  of  this  secret  against  Euryanthe,  and 
takes  Lysiart  into  her  confidence  when  he  presently 
arrives. 

Act  II 

Scene  1.  The  Same  Garden.  Lysiart  has  tried  vainly 
to  win  the  favor  of  Euryanthe,  and  now  deplores  his 
failure.  When  hope  of  winning  his  evil  wager  seems 
lost.  Eglantine  brings  him  Emma's  ring  from  the  tomb, 
to  use  as  evidence  of  Euryanthe 's  infidelity. 

Scene  2.  The  King's  Palace.  Euryanthe  and  Adolar 
appear  at  court.  They  are  confronted  by  Lysiart,  who 
claims  to  be  the  victor.  He  displays  Emma's  ring,  and 
Euryanthe  is  visibly  confused  at  this  evidence  that  she 
could  not  keep  the  secret  of  her  sister's  death.  Her 
confusion  is  taken  by  Adolar  to  be  evidence  of  her  guilt 
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with  Lysiart.    He  forfeits  his  lands  and  leaves  the  court 
in  humiliation,  taking  Euryanthe  with  him. 

Act  III 

Scene  1.  A  Forest.  Adolar  has  taken  Euryanthe  to 
the  wilderness  to  slay  her,  but  on  the  way  is  attacked 
by  a  huge  serpent.  The  maiden  tries  to  shield  him  with 
her  own  body.  He  kills  the  snake,  and  renounces  his 
intention  of  harming  her.  However,  he  deserts  her  in 
the  forest.  The  King  and  a  band  of  hunters  arrive  and 
rescue  her.  To  him  she  tells  the  whole  story  of  Eglan- 
tine 's  treachery.    The  King  takes  her  back  to  the  palace. 

Scene  2.  Garden  of  the  Castle  of  Nevers.  Adolar 
repents  his  hasty  belief  in  the  guilt  of  Euryanthe,  and 
returns  to  Nevers  to  challenge  Lysiart.  He  meets  the 
wedding  procession  of  Eglantine  and  Lysiart,  and  in 
the  encounter  Eglantine  confesses  her  duplicity  and 
passion  for  Adolar.  In  a  rage,  Lysiart  turns  and  stabs 
her.  The  King  appears  upon  the  scene,  vindicates 
Euryanthe,  orders  Lysiart  to  the  scaffold,  and  restores 
Adolar  to  his  possessions.  The  two  lovers  are  reunited, 
and  the  soul  of  Emma  is  at  peace,  as  tears  of  innocent 
distress  have  been  shed  upon  her  ring. 


OBERON 

{Oh'-ler-on) 

(Or,  The  Elf -King's  Oath.)  Fairy  Opera  in  Three  Acts. 
Music  by  Weber.  Book  by  James  R.  Blanche.  First 
produced  at  Covent  Garden,  London,  April  12,  1826. 

Scene:  Fairyland,  France,  Tunis,  and  Arabia. 
Time:  Antiquity. 

CAST 

Oberon,  tJie  Elfin  King  (Tenor). 
TiTANiA,  his  Queen  (Mute  Character). 
Fuck,  his  messenger  (Contralto). 
Droll  (Contralto). 


OBERON  319 

HuoN  DE  Bordeaux  (Tenor). 
ScHERASMiN,  his  esquire  (Baritone). 
Hapoun  el  Raschid  (Baritone). 
Rezia,  his  daug]iter  (Soprano). 
Fatima,  her  slave  (Soprano). 
Prince  Babekan  (Tenor). 
Emir  Almansor  (Baritone). 
RoscHANA,  his  wife  (Contralto). 
Abdallah,  a  pirate  (Basso). 
Charlemagne  (Basso). 

Fairies,  Soldiers,  Pirates,  Courtiers,  Ladies  of 
the  Harem,  etc. 

ARGUMENT 

A  fairy  opera,  the  theme  of  which  is  taken  from  Wie- 
land's  poem  of  the  same  name.  The  musical  score  is 
in  keeping  with  the  graceful  setting. 

Act  I 

A  Fairy  Dell.  Oberon,  the  Elfin  king,  is  out  of  sorts. 
He  has  had  a  quarrel  with  Titania  the  Queen,  and  he 
vows  that  he  will  not  mend  it  with  her  until  they  can 
find  a  pair  of  human  lovers  who  will  be  faithful  to  each 
other  through  thick  and  thin.  To  seek  such  a  pair,  the 
tricksy  sprite,  Puck,  has  wandered  all  over  the  world, 
but  with  ill  success.  He  has,  however,  heard  of  a  valiant 
knight  in  Burgundy,  Huon  by  name,  who  has  killed  a 
son  of  Charlemagne,  because  of  an  insult.  The  Emperor 
decrees  that  in  expiation  he  shall  proceed  to  Bagdad, 
slay  the  Caliph's  favorite,  and  wed  the  Caliph's  daugh- 
ter. Oberon  on  hearing  this,  decides  that  the  young 
knight  and  the  princess  may  be  made  to  serve  his  hands. 

Act  II 

Near  Bagdad.  Oberon  awakens  Huon,  to  whom  he 
has  given  a  vision  of  the  princess,  and  promises  to  aid 
him ;  then  transports  him  to  a  wood  near  Bagdad.  Huon 
learns  that  the  Princess  Rezia  is  betrothed  to  Prince 
Babekan,  and  the  Caliph  orders  an  immediate  wedding. 
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Rezia  now  enters,  with  her  maid,  and  Huon  recognizes 
her  as  his  dream  vision.  He  fights  Babekan  and  wounds 
him.  By  the  aid  of  a  magic  horn  which  his  squire  blows 
they  escape.  Rezia  willingly  goes  with  Huon,  as  she 
also  has  had  a  vision  of  him. 

Oberon  now  appears  to  the  lovers  and  makes  them 
swear  to  be  true  to  each  other,  come  what  may.  He 
conveys  them  to  a  port  and  they  set  sail  for  home.  A 
storm  arises,  conjured  up  by  Puck.  The  ship  sinks 
and  the  pair  are  cast  ashore.  While  Huon  goes  for 
help,  Rezia  is  seized  by  pirates.  Huon  tries  to  save  her 
but  is  wounded  and  left  senseless. 

Act  III 

The  Emir^s  Garden.  Rezia 's  maid  and  Huongs  squire 
have  been  sold  into  slavery  by  the  pirates.  They  report 
that  Rezia  is  in  the  Emir's  harem,  and  Huon  sets  out  to 
rescue  her.  However,  he  meets  by  mistake  with  Rosch- 
ina,  the  Emir's  wife,  who  has  fallen  in  love  with  him. 
While  Huon  is  trying  to  escape  from  her  wiles,  the 
Emir  enters  and  sentences  him  to  death  by  fire.  Rezia 
implores  the  Emir  to  pardon  him,  but  the  Emir  will  not 
listen  to  her,  as  she  has  scorned  his  own  advances.  He 
orders  the  two  to  be  burned  together.  Prom  this  pre- 
dicament Oberon  at  last  rescues  them,  being  summoned 
by  the  magic  horn.  The  lovers  are  made  happy  at  last, 
and  Oberon  and  Titania  are  reconciled. 


ALBERT  WOLFF 

A  contemporary  French  composer,  who  has  recently 
conducted  French  operas  at  the  Metropolitan  Opera 
House,  New  York.  The  only  opera  to  his  credit  thus 
far,  in  America,  is  **The  Blue  Bird,'^  based  upon  the 
play  of  Maurice  Maeterlinck. 


THE  BLUE  BIBB 

(L'Oiseau  Bleu.)  Lyric  Opera  in  Four  Acts  and  Eight 
Scenes.  Music  by  Albert  Wolff.  Book  by  Maurice 
Maeterlinck.  First  produced  at  the  Metropolitan 
Opera  House,  New  York,  December  27,  1919. 

Scene:  Fairyland. 
Time:  The  Present. 

CAST 

Tyltyl    C  ^^^  woodcutter's  children  |goprano. 

Father  Ttl,  a  woodcutter  (Baritone). 

Mother  Tyl,  his  wife  (Contralto). 

Berylune,  a  fairy  (Soprano). 

Grandmother  Tyl   (Contralto). 

Grandfather  Tyl  (Basso). 

Maternal  Love  (Soprano). 

Joy  of  Understanding  (Soprano). 

Light  (Soprano). 

Father  Time  (Basso). 

Bread  (Tenor). 

Mme.  Berlingot  (Mezzo-Soprano). 

A  Little  Girl,  Two  Lovers,  Joy  of  Being  Just,  Joy 

of  Seeing  the  Beautiful,  Fairy,  Night,  Cat, 

Pog,  Happiness,  a  Child,  Sugar,  Fire, 

Other  Children,  etc. 
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ARGUMENT 

Maeterlinck's  allegorical  story  for  children  and  those 
of  larger  growth,  ''The  Blue  Bird,"  which  was  origi- 
nally brought  out  as  a  play,  has  been  utilized  in  this 
pleasing  opera.  The  plot  follows  the  book  faithfully, 
only  making  certain  omissions  required  for  a  musical 
setting. 

Act  I 

Scene  1.  Room  in  the  Woodcutter's  Cottage.  It  is 
Christmas  Eve,  and  the  two  children  of  the  woodcutter, 
Tyltyl  and  Mytyl,  awake  during  the  night  and  sit  up 
in  bed  to  watch  the  festivities  in  the  great  house  across 
the  way.  Suddenly  the  door-latch  is  lifted;  a  little, 
humpbacked  woman  enters,  who  introduces  herself  as 
the  Fairy,  Berylune.  She  tells  the  children  that  her 
little  daughter  is  ill  and  unhappy,  and  asks  them  if 
they  will  go  in  quest  of  the  Blue  Bird  of  Happiness. 
They  agree,  and  she  gives  Tyltyl  a  green  cap  with  a 
diamond  which,  turned  one  w^ay,  enables  him  to  see  the 
future.  Tyltyl  turns  the  diamond  and  immediately 
everything  in  the  cottage  is  transformed.  The  furniture 
comes  to  life ;  the  door  of  the  clock  opens,  and  the  Hours 
come  out  and  begin  to  sing  and  dance.  The  loaves  of 
Bread  become  endowed  with  souls  w^hich,  in  the  forms 
of  little  men,  are  pursued  by  Fire,  a  sullen,  malicious 
fellow.  The  Cat  and  Dog  are  changed  into  persons. 
The  Spinning  Wheel  hums  madly.  Water  flows  from 
the  sink  tap  and  begins  to  fight  with  Fire.  The  Lamp 
falls  from  the  table  with  a  crash,  and  its  flame  turns  into 
a  fairy  of  great  beauty;  she  is  Light. 

Just  then  a  loud  knock  is  heard.  It  is  the  woodcutter 
returning.  Tyltyl  quickly  reverses  the  diamond  and 
the  enchantment  ceases.  Berylune  asks  who  wdll  accom- 
pany the  children  on  their  mission  to  seek  the  Blue  Bird. 
All  except  the  Dog  and  Light  refuse;  but  the  time  is 
so  short  that  all  have  to  go.  The  room  grows  dark,  and 
when  Daddy  and  Mummy  Tyl  enter  they  find  the  chil- 
dren sound  asleep. 
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Scene  2.  The  Land  of  Memory.  As  the  mists  lift, 
the  children  see  a  peasant's  hut  and  their  dead  grand- 
parents sitting  on  a  doorstep.  Their  little  brothers  and 
sisters  come  out  of  the  house  to  greet  them.  Tyltyl 
catches  a  Blackbird  which  at  first  seems  blue,  but  soon 
grows  dull  black.    They  regretfully  go  on  their  way. 

Act  II 

Scene  1.  The  Palace  of  Night.  Light  shows  them 
the  way  to  the  Palace  of  Night.  Tyltyl  challenges  Night 
and  demands  the  Blue  Bird.  Night  gives  him  the  keys 
to  gloomy  caverns  wherein  dwell  the  spirits  of  evil. 
Tyltyl  opens  a  forbidden  door  to  Destiny,  and  sees  a 
beautiful  garden.  Myriads  of  blue  birds  hover  about, 
but  when  the  children  catch  some  of  them  and  show  them 
to  Light,  the  birds  are  lifeless.  As  they  go  into  the 
forest,  the  Oak  tree  threatens  them  with  death  because 
they  have  presumed  to  catch  the  Blue  Bird — the  secret 
of  man's  happiness.    Light  comes  to  rescue  the  children. 

Scene  2.  The  Garden  of  Happiness.  In  a  fabulously 
sweet  garden  of  peace  and  serenity  they  are  greeted 
by  a  band  of  little  Joys  which  laugh  and  dance,  but  do 
not  aid  them.  Other  greater  Joys  appear,  among  them 
the  Joy  of  Understanding  and  the  Joy  of  Being  Just, 

Act  III 

The  Cemetery.  The  children  enter  alone  in  the  dark- 
ness. At  midnight  Tyltyl  turns  the  magic  diamond,  and 
the  gravestones  become  changed  to  a  fairy  dell — the 
kingdom  of  the  Future  where  they  meet  with  the  souls 
of  children  waiting  to  be  born.  Father  Time  summons 
them  one  by  one.  Light  now  tells  the  children  that 
she  has  secured  the  Blue  Bird  and  it  is  safely  hidden 
under  her  cloak.  She  bids  Tyltyl  turn  the  diamond 
again  so  that  they  can  escape. 
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Act  IV 

Scene  1.  Doorway  of  the  Woodcutter's  Home.  The 
time  has  come  for  leave-taking  between  the  children  and 
their  comrades,  Dog,  Cat,  Bread,  Light,  and  all  the 
rest.  They  have  come  back  to  the  home  of  Tyltyl  and 
Mytyl,  but  without  the  Blue  Bird.  Light  and  the  other 
souls  bid  the  children  farewell. 

Scene  2.  Boom  in  the  Woodcutter's  Cottage.  It  is 
morning.  Mummy  Tyl  comes  in  to  awaken  the  children. 
They  begin  to  tell  her  of  their  strange  adventures,  and 
she  is  alarmed,  fearing  they  are  ill.  As  they  talk,  a 
neighbor  comes  in  to  ask  the  children  if  they  will  not 
lend  their  pet  bird  to  her  little  girl  who  is  sick.  Tyltyl 
climbs  up  on  a  chair  to  get  the  dove,  and  exclaims, 
"Why  it's  blue!  It's  our  Blue  Bird!''  Nevertheless 
he  gives  it  to  her ;  and  later  the  neighboring  child  brings 
it  back.  She  is  well  and  happy.  But  as  they  play,  the 
bird  escapes  and  flies  away.  The  children  ask  the  audi- 
ence, if  they  find  it,  to  please  give  it  back.  *'We  need 
it  to  be  happy  later  on,"  they  say  entreatingly. 


ERMANNO   WOLF-FERRARI 

A  German-Italian  composer  born  in  Venice,  January 
12,  1876.  He  took  his  name  from  both  parents,  his 
father  being  a  celebrated  German  painter,  August  Wolf. 
Ermanno  took  naturally  to  music  and  was  self-taught 
until  seventeen,  when  he  was  placed  under  Rheinberger  's 
instruction,  at  Munich.  His  composition,  however,  has 
revealed  the  Italian  rather  than  the  Teutonic  influence. 
His  operas  include:  **Cenerentola"  (1900) ;  *'Le  Donne 
Curiose"  (1903) ;  ''I  Quattro  Rusteghi^'  (1906) ;  ^'The 
Secret  of  Susanne"  (1910);  ''The  Jewels  of  the  Ma- 
donna" (1911);  and  ''L'Amore  Medico"  (1913). 

LE  DONNE  CURIOSE 

{Lay  don  Cu'-ree-ohse) 

(The  Inquisitive  Women.)  Comic  Opera  in  Three  Acts. 
Music  by  Ermanno  Wolf-Ferrari.  Book  by  Luigi 
Sugana.  After  the  story  by  Carlo  Goldoni.  First 
produced  at  Munich,  1903. 

Scene:  Venice. 

Time:  The  Eighteenth  Century. 

CAST 

Venetians  and  members  of  an  exclusive  clvJ): 

Ottavio  (Basso). 

Florindo  (Tenor). 

Pantalone  (Baritone) 

Lelio  (Baritone). 

Leandro  (Tenor). 

Six  other  members. 


Beatrice,  wife  of  Ottavio  (Mezzo-Soprano). 
RosAURA,  her  daughter  (Soprano). 
Eleonora,  wife  of  Lelio  (Soprano). 
CoLUMBiNA,  a  maid  (Soprano). 
Arlecchino,  a  man-servant  (Basso). 

Servants,  Gondoliers,  Townspeople,  etc. 
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ARGUMENT 

A  rollicking  farce  comedy,  which  depicts  the  over- 
weening curiosity  of  a  group  of  women  concerning  a 
club  to  which  their  husbands  belong,  and  the  means 
they  employ  to  satisfy  their  curiosity. 

Act  I 

Scene  1.  Room  in  a  Club  House.  A  group  of  Vene- 
tian gentlemen  make  merry  in  a  quiet  way  at  a  club, 
from  which  their  wives  are  excluded.  Posted  over  the 
door  is  the  sign,  ' '  No  women  admitted, ' '  yet  their  wives 
are  by  no  means  satisfied.  They  must  know  more  about 
the  mysterious  club 's  proceedings.  The  men  do  nothing 
more  reprehensible  than  play  chess  and  give  dinners, 
but  they  believe  this  is  one  way  they  can  assert  their 
independence.  Pantalone  invites  the  others  to  a  dinner, 
and  orders  his  servant  to  make  preparations  for  it. 

Scene  2.  Boom  in  Ottavio's  House.  Ottavio's  wife 
Beatrice,  her  daughter  Rosaura,  and  Eleonora,  Lelio's 
wife,  are  deep  in  the  discussion  of  this  dreadful  club. 
Columbina,  the  maid,  is  fully  persuaded  that  the  men 
are  on  the  hunt  for  buried  treasure.  They  cross-examine 
Arlecchino — who  is  Columbina 's  suitor — with  little  suc- 
cess. Ottavio,  the  next  to  enter,  also  undergoes  exam- 
ination. Finally,  Florindo,  a  young  gallant,  who  is  in 
love  with  Rosaura,  calls,  and  between  mistress  and  maid 
they  pump  out  of  him  that  the  password  of  the  club 
is,  '  *  Here 's  to  friendship ! ' ' 

Act  II 

Scene  1.  A  Boom  in  Lelio's  House.  Eleonora  searches 
her  husband's  pockets  for  the  keys  to  the  clubhouse. 
Lelio  interrupts  this  wifely  privilege,  and  there  is  a 
spirited  scene,  after  which  the  testy  gentleman  departs. 

Scene  2.  A  Room  in  Ottavio's  House.  Rosaura  and 
Columbina  tell  Beatrice  that  they  have  learned  the  pass- 
word.   Their  next  task  is  to  get  the  keys.    This  Colum- 
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bina  accomplishes  by  changing  the  keys  in  her  master's 
coat  for  others.  She  then  plans  to  don  male  attire  and 
go  to  the  club.  The  other  women  also  set  forth,  with 
the  exception  of  Rosaura,  whom  they  deem  too  young; 
but  she  prevails  upon  Florindo  to  lend  her  his  keys. 

Act  III 

Scene  1,  Street  Outside  of  the  Clubhouse.  This  scene 
is  a  confusion  of  missing  keys  and  passwords.  First, 
Eleonora  appears,  but  drops  the  keys  she  has  stolen 
from  her  husband.  Next  enters  Columbina,  disguised 
as  a  man,  only  to  be  discovered  by  Pantalone  and  forced 
to  deliver  her  keys.  One  after  another  of  the  members 
now  arrives,  only  to  discover  that  his  keys  are  missing. 
Pantalone  has  his  suspicions  of  them  all,  but  lets  them 
in.  Then  enters  Rosaura,  masked.  Florindo  pounces 
upon  her  and  seizes  her  keys,  only  to  find  that  it  is  his 
sweetheart.  Nevertheless,  he  chides  her  for  her  dupli- 
city. After  the  men  have  all  gone  within,  the  women 
come  again  upon  the  scene,  and  by  threatening  and 
bribing  Arlecchino  by  turns,  they  induce  him  to  let 
them  into  the  clubhouse. 

Scene  2.  Dining  Hall  of  the  Cluh.  At  the  back  is 
an  opaque  glass  door,  and  behind  it  the  inquisitive 
women  take  turns  at  peeping  into  the  sacred  precincts. 
They  find  nothing  more  sensational  than  the  dinner  in 
progress,  given  by  Pantalone  to  his  friends.  In  their 
eagerness  to  see  better,  the  women  tumble  through  the 
door.  The  startled  diners  term  it  a  veritable  **  shower 
of  women. ' '  Howbeit,  they  forgive  them,  and  the  women 
themselves  are  delighted  to  find  that  their  fears  were 
unfounded.  All  join  in  a  dance.  Arlecchino  obtains 
the  hand  of  Columbina,  and  Fiorina  that  of  Rosaura. 
The  party  closes  with  the  toast,  *  *  Here 's  to  friendship ! ' ' 
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THE  SECRET   OF   SUSANNE 

(II  Segreto  di  Susanna.)  Interlude  in  One  Act.  Music 
by  Ermanno  Wolf-Ferrari.  Book  by  Enrico  Golis- 
ciani.     First  produced  at  Berlin,  1910. 

Scene:  Piedmont. 
Time:  The  Present. 

CAST 

Count  Gil,  a  Piedmontese  (Baritone). 

SusANNE,  his  bride  (Soprano). 
Sante,  butler  (Silent). 

ARGUMENT 

The  secret  of  Susanne,  though  quite  little,  makes  a 
cloud  large  enough  to  threaten  the  serenity  of  the  honey- 
moon, owing  to  an  otherwise  rational  man's  detestation 
of  smoking. 

Scene,  Drawing-Room  in  the  Count's  Chateau.  Count 
Gil  and  his  bride  Susanne  are  spending  their  honey- 
moon at  the  Count's  chateau  in  Piedmont.  With  the 
connivance  of  Sante,  the  butler,  Susanne  secretly  in- 
dulges in  her  passion  for  smoking,  but  Gil  detects  the 
smell  and  questions  Sante,  who  gives  him  to  understand 
that  no  one  in  the  house  is  responsible.  The  Count  at 
once  concludes  that  the  culprit  must  be  a  visitor — a 
rival — and  when  on  embracing  Susanne  he  detects  the 
odor  in  her  hair,  he  finds  his  suspicions  confirmed. 
Susanne,  thinking  her  husband's  accusations  refer  to 
her  little  weakness,  makes  light  of  the  affair,  but  Gil, 
with  the  graver  matter  in  mind,  is  amazed  at  her  levity, 
and  a  stormy  scene  ensues,  culminating  in  the  over- 
turning of  flowers,  furniture,  and  bric-a-brac.  When 
the  air  is  comparatively  clear  again,  Susanne  once  more 
arouses  her  husband's  suspicion  by  reminding  him  of 
an  engagement  "with  friends.  He  leaves  her,  however, 
and  goes  out.  Susanne  is  now  free  to  light  and  enjoy 
a  cigarette.  Suddenly  Gil  returns  and  pounces  upon 
her,  seizing  her  roughly  by  the  hand  and  burning  him- 
self with   the  cigarette.     Straightway  he   realizes  the 


THE    JEWELS    OF    THE    MADONNA       329 

absurdity  of  his  suspicions,  and  in  penitence  even  goes 
so  far  as  to  offer  to  acquire  the  obnoxious  habit  himself. 
They  light  cigarettes  together,  and  the  serenity  of  the 
honeymoon  is  undisturbed  by  any  other  cloud. 


THE  JEWELS  OF  THE  MADONNA 

(I  Giojelli  Delia  Madonna.)  Dramatic  Opera  in  Three 
Acts.  Music  by  Ermanno  Wolf-Ferrari.  Book  by 
C.  Zangarini  and  E.  Golisciani.  First  produced  at 
Berlin,  December,  1911. 

Scene:  Naples. 
Time:  The  Present. 

CAST 

Maliella,  adopted  daughter  of  Carmela  (Soprano). 
Carmela,  Gennaro's  mother  (Mezzo-Soprano). 
Gennaro,  a  blacksmith  (Tenor). 
Rafaele,  chief  of  the  Camorrists  (Baritone). 
Camorrists,  Street-sellers,  Townsfolk,  etc. 

ARGUMENT 

The  scene  of  action  is  modern  Naples.  The  plot 
hinges  on  the  rivalry  of  Gennaro,  a  blacksmith,  and 
Rafaele,  a  Camorrist  leader,  for  the  love  of  Maliella. 

Act  I 

A  Small  Open  Square  hy  the  Sea.  Afternoon.  A 
merry  crowd  in  a  small  public  square  awaits  the  festival 
procession  in  honor  of  the  Holy  Virgin.  Maliella  es- 
capes from  her  house  with  disheveled  hair  and  disordered 
dress,  protesting  against  the  restraint  of  her  foster- 
mother.  After  some  banter  with  Gennaro  she  sings  a 
challenging  song,  inviting  the  assembled  crowd  of  youths 
to  kiss  her.  An  impromptu  dance  ensues,  she  is  whirled 
in  and  disappears,  but  soon  returns  followed  by  Rafaele. 
She  repels  him,  and  when  he  seizes  her  to  kiss  her,  stabs 
him  in  the  hand  with  a  pin  drawn  from  her  hair.  He 
hesitates,  then  kisses  the  wound,  swearing  she  shall  be 
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his,  and,  as  she  replaces  the  pin  in  her  hair,  thrusts  a 
flower  in  her  bosom,  which  she  snatches  forth  and  flings 
to  the  ground.  The  procession  comes  in  sight,  and  he 
stays  by  her,  pleading.  As  the  Madonna  pajsses,  he 
offers  to  risk  his  soul  for  her,  by  placing  the  jewels  of 
the  Madonna  round  her  neck.  Terrified  at  the  thought, 
she  shrieks,  while  Rafaele  and  his  fellow- C amor rists 
laugh.  As  she  is  about  to  enter  her  home  again,  Rafaele 
throws  her  the  flower  she  has  rejected,  and  this  time 
Maliella  places  it  between  her  lips  and  goes  within. 

Act  II 

Garden  of  Carmela's  House.  Evening  of  the  same 
day.  Maliella  is  with  Carmela  and  Gennaro ;  the  festival 
is  not  yet  over.  Carmela  leaves  them,  and  Gennaro 
begins  to  plead  with  MalieUa,  but  she  complains  of  the 
monotony  of  her  life  and  threatens  to  leave  her  home. 
Gennaro  begs  for  a  farewell  kiss,  and  losing  control, 
clasps  her  in  his  arms  and  pours  out  his  passion  for  her. 
Maliella  escapes  from  him  and  proclaims  her  love  for 
Rafaele,  tauntingly  repeating  the  Camorrist's  offer  to 
risk  his  soul  for  her  by  robbing  the  Madonna  of  her 
jewels.  She  returns  to  the  house  and  Gennaro  breaks 
down.  The  thought  of  Rafaele 's  boast  possesses  his 
mind,  and  his  distraught  fancy  leads  him  to  imagine 
that  only  by  himself  obtaining  these  jewels  can  he  hope 
to  win  Maliella 's  love.  He  takes  keys  and  tools  with 
him  and  locks  the  garden  door  after  him.  Rafaele  comes 
with  his  fellow-Camorrists  to  serenade  Maliella.  She 
enters  the  garden  and  he  embraces  her  through  the 
bars  till  warned  away  by  the  approach  of  Gennaro,  who 
enters  looking  like  a  ghost.  In  answer  to  her  cry  he 
responds  "For  you!"  and  discloses  the  stolen  jewels 
of  the  Madonna.  She  screams,  but  Gennaro  assures  her 
that  the  Virgin  has  already  forgiven  his  crime.  Fasci- 
nated by  the  jewels  glittering  in  the  moonlight,  she  moves 
slowly  toward  them  and  clasps  them  about  her  head, 
neck  and  wrists.  The  sight  of  the  gems  calls  up  the 
vision  of  Rafaele  to  her  mind  and  possesses  her  utterly ; 
all  thought  of  Gennaro  fades  and,  as  if  in  a  trance,  she 
yields  herself  to  him. 
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Meeting-place  of  the  Camorrists.  It  is  the  night  of 
the  festival.  Some  of  the  Camorrists  lie  about  sleeping, 
others  come  in  from  various  expeditions.  Rafaele  en- 
ters and  is  boisterously  greeted.  After  he  has  eaten  he 
sings  of  the  charms  of  Maliella,  which  piques  the  Camor- 
rist  women,  and  they  begin  a  wild,  bacchic  dance,  that 
by  degrees  degenerates  into  an  orgy.  Suddenly  there 
is  a  loud  knocking,  and  Maliella  bursts  in,  disheveled, 
pallid  and  bareheaded.  Rafaele  forces  her  terrible  secret 
from  her,  and  at  the  first  mention  of  Gennaro's  name 
commands  his  comrades  to  bring  him  his  rival,  alive  or 
dead.  Furious  at  the  derision  of  his  fellows  following 
Maliella 's  confession,  Rafaele  spurns  her  brutally,  and 
she  falls  to  the  ground,  disclosing  the  jewels.  Gennaro 
rushes  in,  pursued  by  the  Camorrists,  and  seeing  Ma- 
liella cries  her  name.  Filled  with  consuming  hatred, 
she  shrieks  that  he  is  accursed,  tells  how  he  robbed  the 
Madonria,  and,  flinging  the  jewels  at  his  feet,  rushes  out, 
crying  despairingly,  *'To  the  sea!"  The  wind,  whist- 
ling through  the  den,  blows  out  the  candles  one  by  one. 
The  company  flees,  filled  with  superstitious  terror,  and 
Gennaro  is  left  alone.  He,  not  having  obtained  death 
from  the  hands  of  the  Camorrists,  crawls  to  a  rude  altar 
beneath  a  fresco  of  the  Virgin  and,  craving  pardon  for 
his  sacrilege,  stabs  himself.  A  crowd,  armed  with  various 
weapons,  bursts  into  the  den,  seeking  vengeance  on  the 
sacrilegist.  At  the  sight  of  Gennaro  dead  before  the 
Virgin  they  halt,  awe-stricken,  on  the  threshold. 


L' AM  ORE  MEDICO 

{Lah-mo-re   Med'-i-co) 

(Dr.  Cupid.)  Opera  Buff  a  in  Two  Acts.  Music  by 
Ermanno  Wolf-Ferrari.  Book  by  Enrico  Golisciani. 
After  the  Comedy  by  Moliere,  '^L'Amour  Medecin." 
First  produced  at  the  Royal  Opera  House,  Dresden, 
December  4,  1913. 

Scene:  France. 

Time:  The  Seventeenth  Century. 


332  ERMANNO    WOLF-FERRARI 


CAST 

Arnolfo,  a  wealthy  landowner  (Basso). 
LuciNDA,  his  daughter  (Soprano). 
Clitandro,  her  admirer  (Tenor). 
LiSETTA,  her  maid  (Contralto). 


Tomes 

Desfonandres 

Macroton 

Bahis 

A  Notary  (Basso). 

Friends,  Servants,  etc. 


Basso. 
,      .  .        .Basso. 
physicians  j  Baritone. 

[Tenor. 


ARGUMENT 

An  amusing  play  of  manners,  based  upon  Moliere's 
famous  comedy  in  which,  a  selfish  father,  who  tries  to 
keep  his  daughter  from  marrying,  is  outwitted  by  Dr. 
Cupid.  Incidentally,  the  author  satirizes  the  medical 
profession  of  his  day. 

Act  I 

Villa  of  a  Wealthy  Landowner.  Arnolfo,  a  self-cen- 
tered old  fellow,  is  much  concerned  over  his  daughter's 
indisposition.  He  cannot  find  what  is  wrong  with  her, 
but  she  seems  to  be  languishing  away.  He  still  treats 
her  like  a  child,  although  she  is  a  young  woman,  as  he 
does  not  want  her  to  grow  up  and  leave  him.  When  she 
enters,  garbed  childishly,  he  presents  her  with  dolls  and 
toys,  and  even  sings  a  lullaby  to  her.  She  remains 
indifferent,  and  in  an  unguarded  moment  he  asks  if 
some  young  coxcomb  has  gained  her  affections.  **Yes, 
papa ! ' '  she  answers  at  once.  The  old  man  is  vexed  and 
is  not  improved  in  humor  when  Lisetta,  the  pert  maid, 
interposes,  saying  boldly  that  what  Lucinda  needs  is  a 
husband.  Away  he  goes  in  a  rage.  Presently  a  serenade 
is  heard.  It  is  the  voice  of  Clitandro,  a  young  gallant, 
who  throws  a  rose  through  the  window.  Lucinda  is  so 
perturbed  that  she  cannot  answer  him.  Arnolfo  returns 
and  soliloquizes  about  the  time  when  his  daughter  will 
be  too  old  to  marry  and  so  will  take  care  of  him,  as  all 
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daughters  should.  While  thus  musing  he  falls  asleep, 
and  is  only  awakened  by  Lisetta's  outcries.  Her  mis- 
tress is  very  ill.  **A  doctor!  a  doctor,  quick!"  There 
is  general  confusion,  and  the  act  ends  with  the  entrance 
of  four  doctors,  while  Lisetta  departs  slyly  to  fetch  a 
fifth  of  her  own  choosing. 

Act  II 

Salon  in  Arnolfo*s  Home.  The  four  doctors  are 
discovered  in  learned  and  solemn  consultation.  At  first 
each  listens  to  the  others  with  deference,  but  as  they 
fail  to  agree  the  argument  becomes  heated  and  blows  are 
imminent.  When  Amolfo  enters  to  learn  their  verdict 
they  confuse  him  with  high-sounding  Latin  words,  and 
end  by  demanding  big  fees — which  he  pays  before  he 
realizes  that  they  haven't  told  him  what  to  do  for  his 
daughter.  Lisetta  now  ushers  in  Clitandro,  dressed  as 
a  physician.  He  says  that  he  is  a  doctor  of  sick  hearts. 
Amolfo  retires  to  an  anteroom  and  watches  uneasily 
while  the  new  doctor  holds  the  fair  patient's  hand  un- 
necessarily long.  Clitandro  finally  states  that  Lucinda's 
malady  is  mental.  She  only  imagines  that  she  wants  a 
husband — so  the  best  way  to  cure  her  is  to  pretend  to 
give  her  one.  He  himself  will  be  the  victim,  if  she  will 
ask  for  his  hand.  This  the  patient  agrees  to  do,  and 
Arnolfo,  entering  into  the  spirit  of  the  joke,  agrees  to 
bestow  half  of  his  property  on  the  couple.  A  notary  is 
called  in  to  draw  up  the  various  contracts,  all  of  which 
are  supposed  by  the  father  to  be  bogus.  A  ceremony 
is  performed,  and  then  Lisetta  ushers  in  a  group  of 
merrymakers  who  are  in  the  plot,  and  who  tell  the 
astounded  father  that  the  marriage  is  genuine.  He  tries 
to  pursue  the  couple,  but  is  hemmed  in  on  all  sides; 
while  Lisetta  gives  him  one  of  his  dolls  to  console  him. 


RICCARDO   ZANDONAI 

An  Italian  composer,  born  at  Sacco,  Trentino,  May 
28,  1883.  He  was  a  pupil  of  Gianferrari,  at  Rovereto; 
and  later  of  Mascagni.  He  has  written  half  a  dozen 
operas,  among  them,  ^^Conchita"  (1911),  and  ''Melenis" 
(1912).  His  best  known  work,  however,  is  ''Francesca 
da  Rimini." 

FRANCESCA  DA  RIMINI 

{Frahn-ches'-ca  da  Rim'-e-nee) 

Grand  Opera  in  Four  Acts.  Music  by  Riccardo  Zan- 
donai.  Book  by  Tito  Riccordi,  after  the  drama  by 
Gabriele  D'Annunzio.  First  produced  at  the  Reggie 
Theatre,  Turin,  February  4,  1914. 

Scene:  First  act,  Ravenna,  then  Rimini. 
Time  :  The  Thirteenth  Century. 


CAST 


Giovanni,  the  lame 
Paolo,  the  beautiful 
Malatestino,  the  one-eyed 


sons  of 

Malatesta 

da  Verrucchio 


"Baritone. 

Tenor. 

Tenor. 


OsTASio,  son  of  Guido  Minore  da  Polenta  (Baritone). 

Ser  Toldo  Berardengo,  a  notary  (Tenor). 

A  Jester  (Basso). 

A  Bowman  (Tenor). 

Tower  Warden  (Baritone). 

Francesca,  daughter  of  Guido  and  sister  of  Ostasio 

(Soprano). 
Samaritana,  sister  of  Francesca  and  Ostasio  (Soprano). 
BiancofioreI  [Soprano. 

Garsenda     !•  attendants  to  Francesca    i  Soprano. 
Altichiara  J  [Mezzo-Soprano. 

DoNELLA  (Mezzo-Soprano). 
Smaradi,  a  slave  (Contralto). 

Bowmen,  Archers,  and  Musicians. 
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ARGUMENT 

An  opera  written  around  one  of  the  world's  famous 
tales  of  unrequited  love — the  story  of  Paolo  and  Fran- 
cesca. 

Act  I 

The  House  of  Polentanif  Ravenna.  Francesca,  the 
beautiful  daughter  of  Guido  da  Polenta,  is  to  be  given 
in  marriage  to  Giovanni,  a  son  of  Malatesta.  There  are 
two  other  sons,  Malatestino,  a  one-eyed  fellow,  and  Paolo, 
a  handsome  young  man.  Knowing  that  the  maiden 
would  refuse  to  wed  Giovanni,  who  is  a  cripple,  Paolo 
is  sent  to  represent  him  at  the  betrothal.  Francesca 
falls  a  victim  to  this  plot  which  has  been  hatched  for 
political  reasons,  and  falls  in  love  with  Paolo  at  first 
sight — a  passion  which  he  reciprocates. 

Act  II 

Tower  Boom  in  the  Castle  of  the  Malatestas.  Fran- 
cesca has  been  tricked  into  marriage  with  Giovanni,  who 
is  called  Gianciotti  the  Lamester,  and  nurses  in  her  heart 
a  deep  grudge  against  Paolo  for  his  share  in  the  decep- 
tion. Paolo  seeks  her  and  pleads  forgiveness.  He  does 
not  attempt  to  conceal  his  love  for  her,  and  now  would 
welcome  death.  The  Malatesta  castle  is  being  besieged 
by  the  enemy  at  this  moment,  and  the  tower  room  is 
the  center  of  warlike  activity.  Paolo  steps  out  on  the 
parapet  to  confront  his  foes,  leaving  off  his  helmet  and 
shield.  But  Francesca,  forgetting  all  save  her  love  for 
him,  rushes  out  to  shield  him  from  danger  with  her 
own  body.  Neither  of  them  is  injured;  their  foes  are 
driven  off;  and  Gianciotti  enters  the  room  to  tell  his 
brother  that  he,  Paolo,  has  been  appointed  to  an  im- 
portant post  in  Florence,  for  which  city  Paolo  departs. 

Act  III 

Apartment  of  Francesca.  In  her  sumptuous  room, 
Francesca  is  beguiling  her  loneliness  by  reading  aloud 
to   her   women,   from   an   ancient   tome,   the   story   of 
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**  Lancelot  and  Guinevere. '*  During  the  reading,  Paolo 
is  announced,  and  the  attendants  retire.  He  has  been 
unable  to  remain  away  at  Florence.  He  and  Francesca 
still  make  every  effort  to  conceal  their  mutual  passion. 
They  take  up  the  old  love  story  and  begin  to  read  it 
together.  But  when  they  come  to  the  passage  where 
Queen  Guinevere  "takes  him  by  the  chin  and  slowly 
kisses  him  on  the  mouth,''  they  suit  the  action  to  the 
words. 

Act  IV 

Scene  1.  Hall  of  the  Castle.  Malatestino,  the  one- 
eyed  brother,  has  also  become  infatuated  with  Fran- 
cesca, and  tells  her  that  he  would  go  to  the  length  of 
poisoning  Gianciotti.  She  repulses  him  in  horror.  They 
hear  a  disturbance  from  a  neighboring  dungeon,  in  which 
a  political  prisoner  is  held.  Malatestino  says  he  will 
silence  his  noise,  and  goes  and  kills  the  prisoner.  When 
his  elder  brother  reproaches  him  for  his  act  and  his 
attentions  to  Francesca,  Malatestino  diverts  attention 
from  himself  by  hinting  at  improper  conduct  on  the 
part  of  Paolo  and  Francesca. 

Scene  2.  Francesca 's  Apartment.  It  is  night,  but 
Francesca  cannot  sleep  soundly.  She  dreams  that  harm 
threatens  Paolo.  Her  women  try  to  soothe  her.  A 
gentle  knock  is  heard  at  the  door,  and  Paolo's  voice 
calling,  "Francesca!"  She  flings  open  the  door  and 
they  embrace.  As  they  sit  talking  together,  a  violent 
knock  is  heard  and  the  deformed  husband  demands 
entrance.  Paolo  hastily  hides  by  going  down  a  trap- 
door. The  angry  husband  discovers  him,  drags  him  back 
into  the  room,  and  forces  him  to  fight.  Francesca  rushes 
between  them  and  receives  Gianciotti 's  sword  thrust  in 
her  own  breast.  With  another  savage  thrust  Gianciotti 
pierces  his  brother's  heart;  and  the  two  lovers  expire 
in  each  other's  arms.  Slowly  their  executioner  breaks 
his  bloodstained  sword  across  his  knee. 
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